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REFAC 
It has often been discussed and debated whether 
there is progress in art, obviouly with no decisive 
answer forth coming form any quater.Similary, the 
distinction between sucess and failure in art or of an 
indevidual artist is a matter which can not be decided 
with one storoke of the value judgement which we tend 
to pass in a haste, Unlike science,art always rest on 
a tradition (Kalhatever that may be) and it is left to 
the artist' s choice to pick up the perticular moment in 
tradition to suit his tenqperament ,skill and time, the 
point of convergence between tradition and modern or 
conteirporary is not somthing which happens once in a 
while, in fact , it is happening all the time, but it 
comes to focus only when such a given moment in time 
highlights the issues, relations to men, nature and 
society , not in genreal terms but a concrete way. 
So it happend with Jamini Roy, who must be called 
the futher of the other renissance.The other, here 
signifies the folk. This dessertation have rightly 
pointed out the spirit of the folk imbibed by Jamini Roy 
and put into pratice in reality , not just reviving the 
II 
folk tradition but authenticating its relevence to the 
demand of his time. 
Jamini Roy passed away nearly of his time ago the 
contenporery throught on Indian art remains undecisive 
and confused as it has been, perhaps more sharply, at 
is beginning of his career as a creative artist. That 
is reach and quest for the postively personal idiom was 
quicked by them, them prevaling political vision leading 
to the culf of swedeshi is well known. Revival of 
cultural roots was an inevitable corollary to the 
independence movement lounched in the early twenty 
century Even earlier, the dynamic movement was sparked 
by the teauma of the partition of Bengal during the 
viceroyalty of curzon. The tensions of the period and 
the socio-economic environments of the painter have to 
be understood to be able to apperciate the uttimate 
flowering of Jamini Roy the artist. 
I am taking Jamini Roy as the-subjected of my 
dissertation. Because I am the lover of folk art the 
culture of India. But it is not my purpose here to 
direct and analyse. Jamini Roy's earlier work or the 
paintings. What I am deeply interested is in the 
investigation of his mu$ch discipli^d artistic intention, 
Jamini Roy's personal quest, struMle discovery and his 
arrival at the roots of folk-culture. 
Ill 

A contemporary Indian painter, Roy is 
among the most representative of modern Indian culture 
and certainly the most widely discussed for quantity 
and originality of his work. 
Born in 1887 in Beliatore, a small 
village in West Bengal, Roy showed an interest in art 
from a very early age. His father, a small landowner of 
modest means but of progressive spirit, sensed the 
boy's capacity and, although severely criticized by 
many members of his caste, sent his son to study at the 
Government School of Fine Arts in Calcutta, which was 
then the capital, at the age of sixteen. Anxious to 
master the secrets of the art that filled him with 
enthusiasm, the boy made rapid progress. H6 learned 
immediately the technique of Western painting, which 
was taught at school, and "at twenty-one he was already 
known for a large series of sketches that he was later 
to scorn. His rural scenes of this period are of almost 
no esthetic value; nonetheless, one finds in them the 
author's affectionate involvement with that small world 
to which, poor and without friends, he felt he belonged 
and in which perhaps he sought solace" . 
1. Encyclopedia of world Art (Vol. 12) P - 588 
After some year, however, Roy realized 
that he had ,in his own words, been working "like a 
blind tool, faithful to the established traditions ." 
He judged his work as completely worthless because, 
although he had succeeded in painting skilful any subject 
he undertook, he had as yet been unable to express 
himself as he truly desired. Undecided and unsure of 
himself as an insignificant provincial confronted by 
the acknowledge theories of the majority, he chose, 
almost against his will, to associate himself with the 
Bengal school. This artistic movement, fostered by 
Abanindranath Tagore (q.v.) and Nandalal Bose toward 
the end of the 19th century, was considered the leading 
school of the time (see ORIENTAL MODERN MOVEMENTS) . 
First using the medium of water colour and later also 
those of tempera and fresco, the two leaders of the 
movement proposed to paint scenes from real life. Their 
inspiration, however, was derived f rem the esthetic 
principles of the paintings of Ajanta, from the miniatures 
of the Mughal and Rajput schools, and even from Chinese 
and Japanese ink painting. "Although many of their 
works contained a dreamy and delicate grace, Tagore and 
Bose had not succeeded in freeing themselves completely 
from the European tradition instilled in them by a 
British education. Roy also fell into this ambiguous 
position, and for some time he allowed himself to be 
drawn into the sphere of the school, painting portraits 
in an impeccable but equally academic style. .In his 
work of this period, and above all in his manner of 
applying colour, some critics have seen the influence, 
perhaps lonconscious, of the American painter Whistler. 
In the second half of the 19th century Whistler was 
renowned as a fine portrait artist who had drawn his 
insipiration not only from Courbet but also from the 
great masters of the past, such as Rembrandt and 
Velazquez"2. 
Roy soon realized that he was being too 
faithful to traditions other than his own. In fact, he 
concluded, as he later declared, that one is not an 
Indian painter if he paints an Indian figure using 
European methods. He therefore decided to leave Tagore's 
movement, effecting a silent rebellion that led him to 
search laboriously, above all else, for a new from of 
individual expression. "He sensed the necessity of 
reviving his country's artistic traditions, but in a 
more radical and profound way than had yet been atteitpted. 
These traditions had long been forgotten as a result of 
childlike dependence on everything European (actually, 
at that time India was completely dominated by England) . 
He felt that he must seek independence from the West 
2. Ibid P - 590 
through his art. He was concerned with the social 
problems of India; he did not believe in politics, nor 
did he adhere to the restoration movement of Ravindranath 
Tagore or, later to that of Mohandas Gandhi. Instead, 
it was the folk culture, its forms and its myths, that 
interested him. He wished to draw near to the spirit of 
the people, to understand their traditions in order to 
interpret them and, at the same time, to respect their 
formal symbolism and decorative rhythms"^. Thus he 
discovered the whole poetic world, naive and picturesque, 
that lived around him. Bengal is rich in folklore: its 
frequent religious ceremonies and the village festivals 
with their dances, songs, and processions have long 
given rise to a flourishing and lively popular art. 
Evidence of this can be seen in the abundant production 
of carpets, fabrics, toys and the great variety of 
utensils created by the regio's innumerable craftsmen. 
The objectives have abstract or fanciful forms and are 
decorated with motifs taken from the animal and plant 
worlds and painted with vivid colours often boldly 
juxtaposed. "Roy also studied with great interest the 
pata productions, those graceful, naive works of the 
village painters, who for many have handed down from 
father to son the secrets of decorating the village 
3. Encyclopedia of world Art (Vol. 10) P - 18 
temples, the r e l i g i o u s objects , and the r o l l s of paper 
that are s imi la r to Tibetan tankas. The last-mentioned 
works are i sp i r ed by epic or popular l i t e r a t u r e , and 
the sxobjects are adorned with geometric plant and animal 
moftifs usua l ly symbolic or s ty l ixed in form and are 
enhanced by the use of vivid colors-predominantly yellows, 
reds, b lues , and b lacks- in daring and b r i l l i a n t 
arrangements. These local a r t i s t s paint without a r t i f i c e , 
not what they see but what they think they see or what 
they bel ieve a th ing must be. The ru les of s t y l e or the 
conventions of perspec t ive are not respected in t h e i r 
paint ings; a f t e r a l l , psychological perspect ive almost 
always takes precedence over physical pe rspec t ive in 
Indian ar t"^ . In i t s designs gods or heroes are often 
larger in scale than the surroxinding figures or mountains 
(including the Himalaya) , even when the mountains are 
placed in the foreground. The p a i n t e r ' s in tent ion i s to 
represent the power of the gods in r e l a t i o n t o the 
svurrounding world of nature, the beauty of these childike 
compositions stems from t h e i r gay color ing and t h e i r 
freshness of t rea tment . 
After a long per iod of t r i a l s and 
h e s i t a t i o n s Roy concluded tha t he must t o t a l l y adhere 
to the genuine charac te r and t a s t e s of h i s people and 
consequently renounce any technical s k i l l of Western 
4. Bishnu Dey and J. Irurin (Vol. 12), 1944 P - 128 
origin. He did not regret the many sacrifices that 
this would cost him, provided he could achieve the 
goal he had set for himself. Hiss palette was reduced 
to only seven colors, which he himself learned to 
prepare by carefully grinding earth and local ingredients 
and mixing them, according to ancient formulas, with 
egg white and tamarind glue. He strove to find a 
specific stlye of his own, simplifying everything as 
much as possible. He employed simple lime for white, 
smoke black for black, indigo for blue, diluted river 
mud for all the gray tonalities, and so on. He applied 
the colors on canvases prepared beforehand with cow 
dung, following an ancient practice of his ancestors 
that he wished to bring back into esteem, his stroke 
became rapid and decisive; the colors were applied in 
a smooth and uniform manner- almost as though to 
remove any semblance of reality from his subjects- and 
then outlined with heavy dark lines. "He reduced the 
details to a minimum, deliberately ignored perspective, 
and eliminated any hint of chiaroscuro or volume from 
his forms. The colors, only rarely in subtle gradations 
such as antique rose, golden yellow, turtledove gray, 
were placed in flat color areas boldly juxtaposed : 
green and red, black and blue brown and red, with an 
occasional touch of white. For subject matter Roy drew 
fully from the life and activity of his people" . He 
5. J. Irwin Jamini Roy, and the Indian tradition, Indian art & letter XX. 
1946 PP 37-39 
often depicted strange ritual dances, various Hindu 
divinities, scenes from the Ramayana, scenes of rural 
life, figures of the faithful making offerings, male 
and female dancers, drum players, and young girls of 
the town. All India-the minute and the monumental, the 
mystic and the sensual- began to pulsate with life in 
his compositions, which had the fascination of a new 
yet ancient language. Roy did not seek human expression 
in his figures. On the contrary, he wanted to give 
them, as do the patas, a symbolic significance, to 
capture the loniversality of nature on canvas. Thus, all 
his trees were reduced to the universal tree, stripped 
of individual identity. His dancers were meant to 
symbolize only the dance. That is why his figures have 
faces that are stylized almost like masks: the oblong 
eyes are more prominent that the contours of the face; 
the eyebrows are united in a single stroke with the 
rigid lines of the nose; and the mouth is like a small 
flower or like an abstract seal set on the other vaguely 
mysterious features. The bodies have feline yet slightly 
rigid movements that vaguely resemble those of ertain 
ancient Egyptian paintings. The postures are simplified 
to the maximum degree. In a certain sense, in this 
return to the joyous primitiveness of his country, Roy 
had been preceded by the female painter sumayani Devi, 
who had also discovered popular painting and incorporated 
its pleasing gracefulness into her compositions, which 
are greatly admired in Calcutta. But Roy was not satisfied 
with reproducing only the themes: he wanted his paintings 
to express the spirit of the Indian people, to whom he 
now felt deeply attahced. At the same time, however, 
knowing that he had found his true style, he also 
frequently knowing that he had found his true style, he 
also frequently touched on "heterodox" themes, seeking 
inspiration from the West. Therefore, he created typical 
figures of Christian saints and portraits of Christ 
that strangely resemble Byzantine paintings, with their 
huge almond-shaped eyes set in long, unreal, almost 
bewitching faces. According to a French criticit is 
precisely this resemblance to Byzantine works that 
demonstrates the authenticity of Roy's inspiration, 
since Byzantium had always constituted a melting pot 
and a bridge between the East and the West. In any case, 
the stylized features in the immobile faces are 
characteristic of Roy's latest work and recur in all 
his figures. 
The work of the Indian artist has often 
been compared, in certain of its aspects, to that of 
Henri Matisse, particularly in the drawing, which conveys 
an extreme immediacy and simplicity, as well as for the 
curved, decisive arabesque and the smooth and brilliant 
colors. Aside from these affinities, which may be regarded 
as secondary, it is apparent that Roy's work conserves 
precisely those characteristics which he had most firmly 
proposed to eliminate. Western, Roy was unable to forget 
his European education, and this foundation, though 
denied, remains evident in the stylistic substance of 
his work. In spite of himself, the gods, the dancing 
girls, and the bearers of offerings are seen in the 
manner of the postimpressionists and Pablo Picasso. In 
viewing his compositions one cannot help thinking that 
ghat even his discovery of Bengal folklore was based on 
intellectual premises, just as the cubists' discovery 
of African sculpture was. Perhaps Roy himself is not 
aware of this latent contradiction, but it exists. And 
so, in the long run, he has found himself prisoner of 
his own inventiveness. "His style has not developed, 
and his discovery, now become a formula, has crystallized 
into a merely decorative function"^ . This generic character 
of his subjects and the mechanical repetition of the 
formal procedure have rendered his figures so stiff 
that now one can be distinguished from another only by 
some small detail- a veil convering the head, the 
flexing of a muscle-or by the variation of a color. 
What originally constituted the most genuine and original 
discovery of the artist has unfortunately become his 
limitation, the weak point that earns him the most 
6. Jamini Roy, Marg. ii. 1947. PP 65-77 
adverse criticism. In spite of this, Roy's fame has 
spread beyond the boundaries of India, and more than a 
few critics consider him to be, with Amrita Sher-Gil, 
Maqbool Fida Husain, and George Keyt, among the county's 
most sincere and powerful personalities. Although he 
lives more or less in isolation and shrinks from contacts 
with other artists, many young people have been attracted 
to his way of thinking and painting. Among these are 
Sunil Paul, sitesh Das Gupta, Manishi Dey, Sailoz 
Mukherjea, K. Sreenivasulu, and Sheila Auden. (The 
latter is perhaps closest to the Bengalese spirit, 
though she lacks the native impetus of Roy.) 
From 1929 to 1936 Roy was assistant 
director of the Mayo school of Art (National College of 
Arts) in Lahore; during the next two years, still in 
Lahore, he taught art and held the office of president 
at Forman Christian College; then, from 1938 to 1947, 
he directed that city's School of Fine Arts. After the 
partition of the Punjab he went to Delhi where he 
became interested in the formation of the "Silpi Chakra" 
art society. Roy has sometimes been accused of 
commercializing his work for monetary gain. Actually, 
he is reather jealous of it and has often, renounced 
easy earnings for the pleasure of keeping his work. 
Many of his paintings are now in the Baroda Museum and 
Picture Gallery, in the Sri Chitra Art Gallery of 
10 
Trivandrutn, in the Asutosh Museum of Calcutta, and in 
various Indian and European private collections. In 
fact, during and after World War II, Roy's work became 
know and appreciated by foreigners. Among his most 
typical compositions are Gopis in an Arbor (pi. 323. ) 
Radhika, Krishna and Balaram, Pujari Women, Ganesa and 
Parvati, Women of Bengal, Dancing Figure, ."Three Drum 
Players, Donors, Dancer, Three Women, Jesus and Joseph, 
Christ and Two disciples, Christian Subject, a scene 
from the Ramayana, and Santhal Dance. Some of his 
paintings were in the Indian section of the 1952 venice 
Biennale"^. 
His early connection with the Bengali 
theatre... (particularly with) the vibrant life around 
the theare. . . (led to contacts with) women of the red-
light districts of Calcutta, . "Not only did they keep 
alive the traditions of music and dance, but their 
pioneering profession (sicI) encouraged the growth of 
many talents over decades" . 
We believe that this is a hint, polite 
and puritanical, that j. Roy received professional 
support as a portrait painter and painter of other 
pretty pictures from these prostitutes. An indirect 
confirmation of this situation is received from the 
fact that during the Second world War, J. Roy suddenly 
7. P.R. Ramachandra Roa. Modem Indian PAinting , Madras. 1953 
8. Artist's credo, translated from orignal Bengali by Mukherjee, P. 49 
11 
launched into a prolific outburst on Christian themes 
and sold many of these to soldiers for whom Calcutta 
was an important staging post and supply base. 
Undoubtedly, he sold some of these Christ studies to 
captian John-Irwin, the co author of the work cited. 
These soldiers turned the re-light districts of Calcutta 
into a little boom town like the wild West towns of 
United States of yesteryear. It appears that friendly 
contacts established by the residents of the red-light 
districts were passed on to J. Roy, and to meet the 
demand for Christian mementos and suvenirs, the artist 
produced all those stereotyped christ figures. 
A fourth inflence has not been mentioned 
by Mookerjee, or Dey and Irwin. During the early years 
of this century, between especially the years 1903-23, 
the artists of Paris had developed three movements 
called Naive art. Primitive art and Dadaist art; whose 
leading representatives may be taken as Henri Douanier 
Rousseau, Picasso and Duchartp respectively. It is possible 
that J. Roy may have come across some popular or specialist 
jounals dealing with these new art movements. 
Around the same time, 1921-23, two other 
Calcutta artists, R.Tagore and G. Tagore, received 
stimulation from the latest European art movements and 
J. Roy must have done so too. In the case of R. Tagore, 
it is known that he vistited Germany in 1921, and was 
12 
instrumental in arranging the visit of Bauhaus exhibition 
to Calcutta in 1922. It is also known that G. Tagore 
commenced his CLibistic experiments at about the same 
time, 1922, 1923, or 1924. That J. Ray, who knew both 
these Calcutta artists, should not have received similar 
stimulation from Continental Europe would be indeed 
surprisnig. 
At the same time, the present writer 
wishes to record the claim made in a personal interview 
of 1963 by Ajit Ghose, former President of the Asiatic 
society, Of Bengal and well known as one of the earliest 
collectors of Kalighat Pat and Busholi Paintings, that 
he had personally given Pat Painings to J. Roy some 
time in those years, and that later J. Roy had visited 
him to present the first painting done in his new naive 
and folk style. This painting was of the familiar 
'Three Women' motif-class, whichGhose had framed and 
preserved carefully. And the same was shown to the 
present writer in the course of the interview. Thus we 
don not know for certain whether the new European art 
movemnts or Kalighat Pats had inspired J. Roy. In view 
of what happened with R. Tagore and g. Tagore, the 
balance of probability lies in favour of an external 
stimulation. 
Jamini Roy's oeuvre has the same 
timelessness that we have noticed in the case of A.Tagore, 
13 
This is not only for the obvius reasons, that of facile 
borroving, but also because roy's studied naivete does 
not permit chage or growth. The native artist gets 
stuck like Douanier Rousseau or Marc Chagall, it was a 
self-stultifying approach that J. Roy opted for in the 
early twenties. 
14 
/ \ 
fl brief HMoiy of Bengal 
School 
^ ^ ' ^ ^ 
The seeds from which a movement towards modern 
Indian painting grew were the existing Western academic 
art edcucation, which seemed against the grain of 
the indian psych a reaction against the populaity of 
artists such as Ravi varma; the vast cultural 
Indian heritage which was being denigrated by 
Macaulayan cultural policy and forgotten by itsown 
people; a growing wave of Orientalism influencing 
Europan art and thought as well as the political 
climate and its urgent issue of national identity, 
reflected via the Swadesi Movement (July 1905-8) . 
The trigger which integrated these 
issues and created a 'movement' was the coming together 
of E.B. Havell, with Abanindranath tagore and A.K. 
commaraswamy among others, so as to resuscitate the 
neglected indian cultural heritage. 
In July 1896 E.B. Havell (1861-1934) 
was appointed the principal at CGCA, after H.H. Locke 
(1837-85). His romanticism, inspired by the artistic 
vision of the pre- Raphaelite movement and W.Morris 
craft emphases, were instrumental in rediscovering 
the artistic and educational relevance of the ancient 
indian cultural ethos and seeing it in relation to 
modern art. 
15 
However, the strength of the Academic 
wing can be gauged by the actions of ranada P. gupta, 
who retaliated against Havell's efforts of introducing 
a curriculum which also recognised Indian traditional 
arts, gupta established the jubilee Art Academy, 
Calcutta (1905) in a bid to save British academic 
art from neglect. His later students, such as 
hemendranath Mazumdar and Atul Bose among others, 
would maintain the Western Academic legacy in Calcutta, 
as was being done in bombay, at the Sir J.J. School 
of Art this parallel focus gave a unique vitality to 
the possibilities of new artistic directions, 
creating an atmosphere of creative conflict. 
Abanindranath tagore (1871-1951), the 
first major artistic figure of Modern Indian Art, 
evolved a national style and school of painting. The 
Bengal School, not just using national themes as 
earlier done by the academic artists. His early 
works fused Rajput and Pahari miniature tradcitions 
with his training in european painting, especially 
per-Renasssance Florentine influences, and his Western 
academic ideas of portraiture and watercolour 
landscapes. Also works such as: Last days fo Shah 
Jahan (Oil on board, 1902), announced the arrival of 
a new direction in Indian modern painting where the 
treatment of bhava, feeling, becomes the leitmotiv 
of his work' arousing a 'nostalgic evocation of 
history'^. 
Abanindranath's art implied a deep 
respect for the indcividual creative journey: ...Let 
me also maske this little request ... in the quest 
for that realisation which is the fulfilment of all 
art, that they may not make thses aesthetic canons 
and form - analyses of our treatises as 
representing absolute and inviolable laws, nor deprive 
thier artendeavours of the sustaining breath of 
freedom by confining themselves and their works 
within the limits of shastric demonstrations. Till 
we find the strength to fly we cling to our nest and 
its confines."^ 
This freedom was well demonstrated in 
his later works such as the Arabian Night Series 
W/C, 1930) which fused myth and the contemporary 
life of Calcutta ; his following inspired Krishnamangal 
& Chandimangala Series (Tempera, 1938-9), and his 
playful Kutum Katam Series of experimental toys (1942-
51) made from twigs, buttons, wire metal, drift-
wood, stone, and scrap cloth. However at the heart of 
his aesthetic was the intent to fuse what seemed 
contradictory. "To turn any obstruction into one who 
Partha Mitter, art and Nationalism in Colonial India 1850-
1922 : Occidentel Orientations. Cambridge -. C.U.P. 1994.P 288 
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destroys all obstruction is the most skillful way to 
employ contradictory likeness; it is an attempt to 
prevent any hindrance to the appreciated of rasa, by 
the clash of incongruous objecf'j. 
It was left to A.K. Coomaraswamy (1877-
1947) to provide the relevant aesthetic and 
philosophical framework, so as to link Indian Modern 
art with its ancient cultural ethos. For example, 
regarding 'Likeness', Sadrsya, he comments: "The 
aesthetic Sadrsya does not imply naturlism, 
verisimilitude, illustration or illusion in any 
superficial sense... Ideal form and natural shape, 
although distinct in principal, were not conceived 
as incommensurable, but rather as coincident in the 
common unity of symbol. The nature of the assimilation 
(tadakarata) is illustrated by the sadrsya if seed 
abd fruit which is one of reciprocal causality. The 
Nyaya-Vaisesika definition of sadrsya is literally 
'the condition of embracing in itself things of a 
manifild nature which are distinct from itself, or 
more briefly the condition of ' identity in difference' , 
'Sadrsya' then 'similitude', but rather such as is 
implied in 'simile' than by 'simulacrum'-Sadsrya. 
2. Abamindranath Tagore, some Notes on Indian Artistic Anatomy, 
Calcutta :ISOA, 1914. 
3. Sadrsya'(Likeness),1925,from A Tagore's Bageswari Lectures 
art.(A.k:. Coomaraswamy 1934 Rpt. by Dover publications, 1956 
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has nevertheless been commonly misinterpretated as 
having to do with two appearance, that of the work of 
art and that of the model."^ 
His was an asesthetic grasp without 
parallel, as was later revealed in his pivotal role 
trying to clarify the framework for a 'renewed 
repprochement' between European and Asiatic aesthetic. 
Rabindranath Tagore (1861-1941) also 
gave his initial support to the Bengal School though 
in time his vision demanded a fuller view, and hence 
a separation from the 'movement'. His educational 
institute, visva Bharati at Santiniketan^ 16 devoted 
to a National - Pan- Asian- Universal vision would be 
his chosen vehicle. Winning the Nobe Prize (1913) 
added to his aura as he became the dominant cultural 
voice, attracting SAhcolars and artists from the 
world over 17. Linked to this Pan- Asian vision was 
kakur Okakuras's (1862-1913) oriental idealism-
nihonga, motivated by the urge to forma substitute 
culture to western civilisation, focusing on the 
inter relationship beween respect for nature tradition 
aind one's inner originality. Upon his first visit to 
Indian (1920) he was introduced to the tagores by 
4. Ibid, P-12. 
5. First stone of santiniketan laid on 22 December 1910. (Visua 
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sister Nivedita, another devoted orientalist. This 
rapport was strengthened when Okakura sent artists 
such as H. Shunso (1874-1911) to work with 
Abanindranath Tagore and others. It was throught 
this collaboration that the 'wash' technique was 
evolved by Abanindranath, which dominated the Bengal 
artistic idiom. 
Thus the Bengal School maturedc in reaction to these 
and a few other efforts, that the consolidation of 
this movement occurred during the Swadeshi Movement, 
meant tha an in- built non- artistic criterion was 
established within art. this would sooner or later 
artistically fossilise the movement. 
However, for the first time, the 
movement gave rise to an infrastructure separate 
form British patronage. Various means of discussing 
and disseminating artistic ideas were growing to 
counter colonial structures(1881 1963), Samarebdranath 
Gupta (1887-1964) Asit Kumar Haldar (1890-1964) 
KSHITINDRANATH MAZUMADAR (1891-1975).Sarada Vkil 
(1892-1940) and M.A.R. Chughtai(1897-1975)". 
The early sources of inspiration for 
the art fo the Bengal School came from the frescoes 
at Ajanta and Bagh; Persian Mughal, Rajput and pahari 
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miniatures and the Silpa sastra's East Asian 
calligraphic techniques, especially works on Chinese 
scrolls and Japanese wordcuts, were also key sources, 
which were fused within themes mostly from Indian 
classical mythology and religion, the preferred medium 
of these artists was watercolour, ink and tempera, 
ather than oils, and they generally preferred a small 
format, the Japanese inspired 'wash' technique was 
applied to the paintings, giving a mystic sense of 
space and atmosphere, diluting the impact of colour. 
No clay modelling was encouraged, because of its 
connotations of Western academic art education. Soon 
the Bengal School in consolidating its rebelloion 
became closed to other sources of inspiration and 
oblivious to contemporary Indian values, the coirpulsion 
to create became subordinated to the tutoured need 
of painting certain pictures. It resulted in an 
illustrative art unable to express the intensity of 
the times. As K. Chaitanya pointed out, the School's 
method of selecting inspiration from the past, choosing 
the courtly and the classical miniatures rather than 
say the Mahabharata, and other popular texts was in 
part responsible for its stagnancy. Howeerver, the 
first significant foundation stone for the growth 
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of modern parinting had been laid, teachers, from 
the first batch of cultural consciousness. 
In Bombay, the influence of the Bengal 
School only marginally increased after the appointment 
of Gladstone Solomon as Principal of J.J. School 
(1919-36). The royal Academy agenda still dominated 
the J.J. Perspective, reflected in the art of Pestonji 
Bomanjee, M.V. Pithawals, among a few others, 
"In Lahore, traditional interest had 
revolved around the design of textiles, furniture 
are jewellery, The government Mayo college of Art 
had orginally (1878), under the leadership of John 
Lockwood Kipling (father of rudyardc Kipling), tried 
to mesh some these traditional master- craftsmen 
mistri, techniques with an academic training so that 
the "mistri was not just a skilled labourer hired as 
a mason or a carpenter, butar overall creator and co-
ordinator, well versed in all contributing 
techniques"g. 
Unfortunately this vision became a rigid and lifeless 
orthodoxy by the 1920s, thus the area was also open 
to the influence of the Bengal School as a parallel 
movement developed especially given the presence of 
artists such as Samendranath gupta, M.A.R. Chughtai 
S.Gujral, from Satish Gujral New Delhi, UBS, Publications, 1994. 
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and roopkrishan among others, Roopkrishna was also 
one of the firy Indian artists to have studied and 
lived in Paris during the 1920s, bringing back man, 
influential ideas regarding european Modedrnism and 
its applicability within the india milieu",. 
Thus, by the early 1920 the parallel 
streams of British Academic orthodoxy and modern art 
inpired by traditional indian sources ran 
simultaneously. Neither were open to sufficient 
internal self- criticism. Yet these tow stepping 
stones would engender enough reaction to open up new 
paths,m as revealed through the art of a creative 
pioneers. 
7. Refer to Satish Gujral's Biography, ibid,regarding the 
influence of RoopKrishna upon Amrita Sher-Gil and other 

Perhaps apart from the three legendary 
Tagores, Rabindranath, Abanindranath and Gaganendranath, 
no other modern Indian artist of the Pre-Independence 
period has been written about with so much passion, 
and, in the process excited so much controversy as 
Jamini Roy. The critical literature has been generously 
objectives in his portrayal as a human being and he 
emerges from this literary conundmam as a loving house-
holder, simple in his habits, unassxoming in his deraeaneur, 
leading a quiesent existence in his modest house in 
Calcutta, religiously executing his painting, neither 
very vocal nor totally reticent, about himself and his 
work. However his paintings have not been so fortunate. 
And the appraisal of these works has neither been so 
generous nor so objectives. Vacillating between undi-
luted praise and scathing criticism , his paintings 
have been characterised as being either facile imitation 
of the old manner, losing in the process the vitality 
of the source, as also being a truly national expres-
sion of the basis India spirit. It is time now as also 
possible after 15 years of his death, to take a prag-
matic view of his vast output, estimates of which 
range between 2000 to 20,000 and make an attempt at 
understanding the enigma of the artist that Jamini Roy 
was. From amongst the various strands that coalesce to 
form the artistic person a of Jamini Roy, revealing 
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innumerable layers nuances and diastoles, I have chosen 
to restrict myself to the consideration, in a limited 
way, of only three aspects. These three aspects are(a) 
the sources of his style, for this aspect of this 
artistic ethos has been the most extensively and 
expansively debated (b) the purpose and function of 
these paintings as envisaged by Jamini Roy himself and 
as it might emerge from the intrinsic evidence of the 
paintings as it might emerge from the intrinsic evi-
dence of the paintings themselves and (c) his impact 
on modern Indian, painting. Unfortunately the task is 
not as simple as it sounds. For not a single authenti-
cated chronology or catalogue of even his genunie major 
works has become available to me. In English at least, 
the creativity of Jamini Roy has been only partially 
exposed. However, in the vast oeuvre of Jamini Roy, a 
number of works are broadcast which may mark a new 
stage in his technical development , may anticipate a 
new trend or project a new vision altogether. I have 
chosen a few such works as my models and my observa-
tions are based on a study of these. An appraisal of his 
work reveals that the development of form in Jamini Roy 
is not unilinear but rather what might be loosely 
termed as heterocyclical , in that he does not in a 
stricty evolutionary way, progress from one stage to 
another superior one but moves backwards forward 
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picking on whatever he finds intriguing, leaving it at 
will, at will and then returning to it with renewed 
vigour. We cannot even speak of , In this context, in 
art historical terms of an Archaic, High and 'Decandent' 
Phase for the best works of Jamini Roy begin to be 
created from as early as ca.l925 and go on appearing 
periodically till the end of his life, surrounded by a 
host of indifferent works, Thus it is that the myth of 
Athena is created and recreated"^. However, for the 
sake of specificity some broad categorisation is essen-
tial and I should like to put his works upto approxi-
mately 1950 in 3 groups on the basis of what might be 
termed his style structure. The first group of paint-
ings consists of the early oil portraits, executed in 
the realistic manner imbiled from his art college days 
accentuated through his contact with artists like 
heman Majumdar and his experiments with the Bengal 
School idiom under the influence of Abanindranath Tagore. 
This group is important for my hypothesis in only so 
far as it shows is that already, around 1910-11 or so, 
even though he seeks to understand the formal qualities 
of both the academic as also the Bengal School manner, 
he has already picked on the Santhal motif as a the-
matic point of departure. 
1. limL Ifeasar, Ihtteacrtaitcf Irdianftxn:, la l i t I&la;*a3emL, KfewDelhi. 
(1992) P - 49 - 51. 
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The Santhal motif inevitably leads us 
into the second group, far more varied than the first 
one. 
The paintings in this group are the 
ones which yield the most fruitful insight into the 
ideational, conceptual and painterly development of 
Jamini Roy, The great works of this group, viz the 
studies of Santhal girls, the great panels of Ramayana 
"Krishna and Balarama", "Gopini" and many such others 
have in their totality a fugal effect that may be 
compared to the best in modem Indian painting. To take 
the analogy forward, the most vibrant element in these 
painting is of course that which Jamini Roy imbibed 
from the folk ethos. The reasons for this shift in 
aesthetic preoccupation have been variously identified 
as his folk familial background, his disenchantment 
with his academic and wash style painting, or in his 
effort to find his Indian identity, in the total 
social, political and sculptural tenor of the period, 
his inability to make money and so on Gagnendranath 
Tagore acted as a catalytic agent with whom he had come 
in contact at the Indian Society of Oriental Art. The 
use of Kalighat line, so ubiquitous a feature of Jamini 
Roy's early exercises in his new manner, can be di-
rectly traced to at least the example of Gagnendranath 
who had so incisively, wittily and with iacerating 
l^ 
sarcasm used it for his "Scream " series of litho-
graphs, With this choice began his long journey during 
the course of which he gleaned influences from various 
folk traditions -the Jadupatas of the Santhal parganas, 
the terracotta sculptures of vishnupur, the patas of 
Puri, the clay toys, the Kalighat patas, the Calcutta 
woodscuts and by extension child art, in which he 
sensed an equity of form with the folk manner. His 
native Bankura has a potent tradition of Jadupatas and 
of clay and wooden toys, as the Jadupatas are marked by 
an attenuated linear form and immense earthiness, The 
village of Bliatore, his birth place , is in close 
proximity to Vishnupur whose temples have been admired 
by the art lovers of the world. The influence of Jadupatas 
becomes apparent in a certain stylistic manner that 
Jamini Roy adopted in paintings like the "Santhal Drum-
mers" as for instance in the treatment of the eyes and 
the attenuated grace of the figures, and the Vishnupur 
terracoota colour became a ubiquitous feature of some 
of his animal studies, to quote only the most obvious 
derivations. Through the maze of all these influences 
the most common and apparent stylistic impediment of 
these paintings in my opinion, remains the Kalighat 
line. The early paintings of Jamiani Roy, particular 
the studies of women, are executed with nearly the same 
Kalighat nuance of style through, it most be admitted, 
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without any humour, The whole art of Jamini Roy however 
lacks any expression of joy. The question thus natu-
rally arises is as to why Jamini Roy chose the idiom of 
Kalighat, when he was physically and emotinally nearer 
to the Jadupatas etc., and then not only retained 
modified it while iterjecting it with various other 
sources -- but retained it as the essential vehicle of 
his creativity. To my way of consideration, the answer 
to this lies in the artistic temperament of Jamini Roy, 
as it had been honed by his academic training ,his 
interaction with members of the Indian Society of Ori-
ental Art and his affinity for Calcutta. I hesitable to 
say love, for fear of being censured vehemently"^. 
Idiom, in the history of Indian folk painting styles, 
appearsto be the one instance where a folk style devel-
oped through a mixture of various folk strains , modi-
fied itself in a new urban context and constantly 
renewed and revitalised itself through its transmis-
sion back to the villages and the consequent feed back. 
The evolved Kalighat idiom to which Jamini Roy had 
access, was composed of elements like (a) an amalgam of 
varios pat tradetions, for we know that patuas had come 
to Kalighat from different village and also that the 
typical pat characteristics differed from village to 
2. Ibid-P-51 
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village,(b) the British influence which, modified not 
only the obvious stylistic characteristics but also 
changed in a fundamental way the attitude of the.patua, 
particularly towards the concept of time, and equally 
important,the concept of space. The Kalighat patuas 
began to treat their space in manner as would satisfy 
an urban clientele by putting large figures, usually 
one or two, on the picture surface without leaving much 
space around them, unlike the typical village patas 
where there would usually be more space around the 
figures. Their treatment of time is even more radically 
different. Instead of using a discursive narrative,which 
sought to present various events of the story progress-
ing sequentially in time, the format of the Kalighat 
pats began to concentrate on the representation of a 
single event, acrystallised sequential moment of the 
narrative,accentuating the dramatic element. It is 
possible to suggest therefore, that as the village 
background Jamini Roy became tempered by his training 
at the Art College and his experience of the city his 
temperament found an almost spiritual and instinctive 
empathy with the Kalighat manner. At a more obvious 
level however, it was the abundant, deep, strong cur-
sive contour ofthe Kalighat idiom that titillated his 
aesthetic faculty and so the Kalighat idiom was chosen, 
honed and accultured to create a series of great works 
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which ultimately culminated in the Ramayana panels. In 
these works the idiom of Kalighat is refined beyond 
measure and a new approach to colour, line and form is 
adumberated. The developmental process of this new 
understanding can be easily traced through the early 
studies of women, 'Shingara', 'The Santhal Girl' and so 
on He begins to rely increasingly on firm and bounding 
contours defining simple forms and as his grasp of the 
contour tightens he modifies and interprets the Kalighat 
idiom in a more sensitive and academically disciplined 
manner imparting to it, sometimes an almost feathery 
look. Even the features of the face, are refinded 
toning down in the process the inherent sensulaity of 
the Kalighat idom^. Gradually the contour becomes less 
deep but more organic and vital. he begins to use 
colour, prepared by himself, and restricts himself to 
only those colours that are found in the repertory of 
the patua. He uses the vibrant colour with a calculated 
visual appeal. In this use of colour however he ap-
proaches more closely the other folk traditions to 
which he was a heir. Both in the treatment of colour and 
contour Jamini Roy exhibits a sensitivity far beyond 
the ken of the unlettered patua. he treats his contour 
more seriously and gives to it a more profound content. 
He accepts it in its essential form but sheers away 
3. Ibid-P-52 
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from it its heavy shading. Both in the treatment of 
contour and colour he exhibits an intention to create 
a " design"^. 
The concept of design, where colour and 
line coalesce to form a unit is taken further in 
certain paintings of Jamini Roy. Such paintings like 
the "Santhal couple", " The Santhal Dance", "The Santhal 
Boy", as also certain paintings revolving around the 
theme of Bauls imitate the struggle of Jamini Roy to 
arrive at "Pure form" Such paintings as evince this 
creative struggle. Analysed simply, these paintings 
clearly fall into two sub groups, one in which the form 
is simplified to such an extent that it acquired an 
almost abstract character as in "Santhal Couple" and 
the one in which the formal characteristics are accen-
tuated to such an extent that the forms acquire an 
almost bloated look as apparent in the "Santhal Boy" 
Certain conventions of the Kalighat idiom", in particu-
lar, the treatment of the face and the eyes are re-
tained but the temper becomes quite different. The 
contours become shallower and in some paintings even 
straighter, the eyes become sharp and with pointed ends 
appear to be poised for their extension into space. In 
many paintings the human figures appear like ideographs 
4. Ibid-P-53 
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without much reference to nature. The concept of space 
remains simple, the figures being arranged either in 
procession like friezes or one behind the other in a 
rigid grouping. In none of the paintings of Jamini Roy 
is any illusion of the third dimension created. Apart 
from angularity and a pure formal simplification in 
such stylistically structured paintings, the artist 
begins to resort to a peculiar mannerism. The heads of 
figures, even in the paintings initiated through the 
Kalighat idiom, are abruptly cut off by the painted 
border, it is obvious that Jamini Roy, through the 
medium of these forms is moving towards a definition of 
painting in which nature is subordinated to purely 
pictorial qualities. Such a revolutionary conceptual 
change cannot be explained through an evolutionary 
process. It has been suggested that this change in 
attitude was brought about because of the influence of 
the other folk traditions like the Jadu and Puri patas. 
There is however no corroborative evidence, either 
literary or intrinsic to support this view. However, 
there is evidence that the he renewed his acquaintance 
with the western art movements at this stage, in this 
context the role that his friend Atul Bose played 
assumes inportance. The portraits of Atul Bose reveal 
his intimate understanding and catholicity of approach 
towards the contemporary art movements of Europe and 
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Jamini Roy must have been very well aware of them as 
well . We also know through the evidence of Mitford that 
Jamini Roy possessed a number of books on Post-Impres-
sionism etc. and that he assiduously studied them. It 
is important also to recall that in the 3 0 an atmos-
phere of discourse had already been created in the 
coxintry, witness for an instance the controversy about 
the Bengal school idiom that was regularly featured in 
reputed art journals like Rupam, and consequently the 
artists felt free morally to profit by the experience 
of western art movements. So Jamini Roy turned to post-
Impressionist painting and then naturally to picasso 
for inspiration. Here he found corroboration of his 
need to arrive at the quintessential form, selecting 
from them those characteristics in which he found an 
answer to his striving. With Gauguin he felt a concep-
tual akinness, even though he derived more aesthetic 
sustenance from Van Gogh. His use of colour was consid-
erably modified due to this impact. It begins now not 
only to reinforce drawing but to accentuate form, the 
lines are modifed to impart an expressiveness to the 
figures, as for and instance in "Bengali Woman". The 
subsidence of subject matter to purely pictorial quali-
ties cannot have been drawn from any folk souce but 
5.ABni,M.R., "Rxir Ihitiabcasof culijipuLcmye>^Erina±alists: l a l i t I^la 
Otrtaipacary - 3 
only through his understanding of these principles. The 
formal simplification is accentuated further and 
paintings like "Head" are created which seem to be 
lifted straight out of Picasso and the coloured drawing 
'Lcarus' is only possible through the intercession of 
Picasso. Briefly therfore one may say that this new 
approach towards form was arrived at through a con-
scious process of cerebration and because Jamini Roy 
sensed an equivalence between the elements of folk 
sensibility and those of the European art movements. In 
parenthesis, it might also be noticed that some of the 
characteristics that have been specifically identified 
as being part of a folk spectrum that influenced Jamini 
Roy like the use of microdots around the contour, or 
the spriging of the picture surface with coloured dots 
are not only peculiar to this tradition but are a part 
of the world folk tradition. This struggle to form 
reaches a crescendo in certain paintings on the theme 
of Christ, These paintings are quite different from the 
ones discussed above. For in them he seerns to have 
given up, at least apparently, the obvious folk 
manner isms. Gone are the deep cursive contours', gone 
also is the love for strong masses of color. What we 
now have is almost elemental in its starkness. Some-
times he refers to Post Impressionist sources as for 
instance the yellow of the crucified Christ harks back 
35 
to Gauguin but the primary influences become different. 
The diagramatic organisation of form, the straight 
lines, the sombre colours, the triangular faces and 
eyes., the bodies composed of geometrical shapes, re-
call the Byzantine mosaics and the Russian icons par-
ticularly in paintings like " The Last Supper", "Massacre 
of Children by Herod." These paintings stop telling a 
story, and become only an expression of a genuine 
desire to "form"^. 
Even though his paintings present a con-
scious and deliberate search for pure form, Jamini Roy 
considered himself, quite simply, to be a patua, a 
simple painter, painting for s specific purpose. Jamini 
Roy posited a simple purpose to his works, he wanted 
his paintings to bring a calmness of spirit and 
tranquility to whoever beheld them. From this precept 
derive two essential characteristics of his art. He 
avoided the creation of any paintings with an obviously 
distrubing form and he repeated the pictorial motif 
extensively. This feature has drawn a lot of criticism, 
both from the advocates of the aesthetic primacy of a 
work of art as also from those who impute purely mer-
cenary movives to Jamini Roy. To my way of considera-
tion, the reason for this repetition might be located 
6. EBw, Ptasanta; R;|atapas JaraniIty (Baxpli) C&latta, rd. 
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in the total aesthetic conception of Jamini Roy about 
his paintings. He considered himself to be 'a patua' a 
simple village painter in whose world view there was no 
such thing as a "uniqueness" or "preciousness" of an 
art object and who repeated himself, though not always 
according to a set pattern, for him repetition did not 
imply any lack of artistic qualities but because, a 
repetition of the form made it more efficacious and 
effective. 
To this function of his art object Jamini 
Roy extends a further dimension-the dimension of acces-
sibility. He remained concerned throughout his life 
that his works do not remain the monoploy of only the 
cognescent but that they become an ineluctable part of 
the life of the ordinary people. He reportedly told 
B.C. Sanyal that he would rather have a pat decorate 
the walls than a garish calender. Thus it is that he 
sold his paintings for small sums at least during his 
life time. This however was not unique to Jamini Roy. 
because of the impassioned appeals made by the great 
minds and thinkers of the early 20th century beginning 
with Swqmi Vivekananda, E.B. Havel, Gurusaday Dutt and 
Mahatma Gandhi, who not only expressed anguish at the 
decline of the vellage craft tradition but affirmed the 
need to create conditions in whcih it could be renewed 
and related to the life of people, a new awareness had 
been brought about in the artistic circles. 
We know that Nandalal Bose went back to 
Ranipur and executed quick pata paintings, selling them 
for a few annas each, appointing a Bania as his commis-
sion agent. The new experiments that he initiated at 
Santiniketan are all part of the same cultural syn-
drome. Jamini Roy also ressponded to this call and made 
quick "Pata" paintings, in his individual style, for 
being sold to anyone who might care to buy them. Them 
fact that British soldiers bought them, in my opinion, 
shoud not take away the importance of the conceptual 
approach. He never bilieved that beautiful by 
definition, was rare and the great work unique, its 
availability restricted and its appreciation limited 
to the happy few. He believed that if a work of art was 
capable of yielding pleasure, it indubitably led to 
gereral aestheticising of outlook. So that all traces 
of " Uniqueness" or " Individuality" be removed from 
the works, he sought to efface all traces of his per-
sonal it y-apart from an easy communicability and gereral 
accessibility, Jamini Roy does not posit any other 
specific purpose in his work directly" . 
Indirectly however another involvement 
emerges through a small number of paintings, particu-
larly from some Christ, Women and animal studies. These 
7. AEcher, W.G. Indian and macM art : Icnixi, 1953 
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are the works which may contain some kind of incipient 
but nevertheless a positive social content. Even locate 
any specific statement made by Jamini Roy in this. The 
slight distortion of form, the expression in sad eyes, 
the arrangement of compositional elements in these 
paintings bear clear withness to this. The nurrtber of 
such paintings is small but they appear regularly at 
least upto 1947-48. The reasons for his concern are not 
far to seek. He had become impressed with the person-
ality of Mahatma Gandh, as a portrait of him testifies, 
but what is even more important is that his great 
friend Atul Bose had become involved with " Anti Fas-
cist Writers' and Artists' Association" an. organisa-
tion devoted to exposting t6he social malaise, formed 
by redical artists and writers. The contemporary criti-
cal literature does not reveal the exact parameters of 
Atul Bose's concern and he apparently remained content 
in his role of a painter of portraits, but he must have 
felt enough concern to join this organisation and in 
turn conveyed some of it ot Jamini Roy. It is difficult 
to believe that Jamini Roy remained insensitive, in 
this period of tremendous social and political upheaval 
when traditional reponse patters were collapsing rap-
idly, to his milieu. He has not made any direct picto-
rial statement about this, violence of any kind was 
perhaps foreign to him, but it seems clear that some of 
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his works like " Crucifixion", "Christ", "Bengali Woman", 
"Cat and Lobster", " Two CAts" are evocative of this 
concern. A distinct note of protest at the degradation 
of human values comes through these paintings. The 
focus becomes sharper in " The Massacre of Children by 
Herod" and "Flight from Egypt", chosen in the first 
instance perhaps because of their evident equivalance 
with the Krishna legend. The puppet like forms, being 
pulled by unseen strings in the former and the small 
hieroglyphic figures in the latter are amply reflective 
of this concern. 
Thus the aim of Jamini Roy at the formal-
istic level can be simply defined as a love for simple 
uncluttered shapes, vibrantly coloured and organised 
in a simple manner derived from variou complex tradi-
tions. At the emotional level his aim appears to be 
create a harmony between an imaginative concept and his 
technical expertise. Occasionally, his paintings sug-
gest a social message but that is always indirect and 
veiled. It is, therefore, his formal characteristics as 
also the easily assimilable aesthetic that Jamini Roy 
transmitted to some of his contemporaries and younger 
artists. It is relevant to recall here that unlike many 
of his contenporaties, Ramendranath Chakravorty, Masoji, 
Mukul and manishi Dey, he has not chose to record the 
life around the village but has fixed only on the 
motif, the technique, the format of the folk artist, as 
his point of reference. In this light, the impact of 
Jamini Roy has to be assessed both at the stylistic as 
also at the conceptual level. 
The fact that he was concerned with both 
the conceptual as also the optical values of his ob-
jects gave to his paintings an intellectual validity 
that found a ready eche in the works of these painters. 
The quality that iitpressed the younger artists signifi-
cantly was the"populist" character that Jamini Roy 
posited for his work, in order to make it more easily 
accessible. The spritual inheritors of this attitude is 
a group of artists for whom to bring art to literally 
the doorsteps of the public has become an almost sacred 
duty. The holding of art-melas, camps, work-shops and 
schemes to sell art works on a kind of hire purchase 
basis are all designed towards this end. Jamini Roy was 
the only painter of his generation to have been capable 
of transmitting this but he was perhaps the only one 
who systematically and consistently gave to his paint-
ings a "non precious" quality. 
The specific stylistic manner was also 
sought to be emulated by many painters. The thirties 
and early forties was not a period when all artists set 
a great store by originality, and " individualism" had 
not yet become their creed. The artists reacted to 
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whatever they felt an empathey for and even though a 
great art may not have thus been created, an atmosphere 
of assimilation had definitely been engendered. An 
artist in whose works consisten echoes of Jamini Roy's 
idiom is found is Sreenivasulu, who more then any other 
painter, like Jamini Roy, kept as the basis of his 
style, the folk manner. His paintings like 'fisherwomen' 
are uncannily like certain studies for "Head" that 
Jamini Roy made, his painitings are characterised by 
the same cursive lines, the same schematic organisation 
of form and the same decorative element but perhaps 
lack the essential vitality that inheres in the memo-
rable works of Jamini Roy. It is significant that this 
undfinable quality of a work of art is impossible to 
imitate and was not captured by even his own son Amiya. 
The influence of Jamini roy on Sunil Madhab Sen is more 
equivocal. Some of his early paintings show a modefied 
Kalighat contour and an almost wholly Post-Impression-
ist colour. The problem regarding Nirode Mazumdar is 
even ore con^jlicatied. he had also painted in his 
earliest paintings in the manner of Jamini Roy but even 
then they were overlaid with so may intellectual over-
tones to have retained only a minimal resembleace to 
the original source. Both of these painters resoponded 
neither to the colour nor to his compostitional struc-
ture. Some works of Paritosh Sen of his early period. 
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like for instace the 'Banana Grove' with their simpli-
fied form, geometricised facial features, in particu-
lar the treatment of eyes, and a generally "primitive" 
or even a "Naive" look remind us of Jamini Roy. The 
three of them soon moved into their own trajectories 
and ultimately acquired an altogehter different dimen-
sion. It appears that from amongst the entire stylistic 
featuress of Jamini Roy, it is his contour that has 
evoked the maximum response"g. 
Bijan Chowdhuty, also imparts a strident 
social comment in his series of paintings "Life Around 
Kalight" of 1962-63, through again the idiom of Jamini 
Roy. having been a student of Zainul Abedin his concern 
about the social inequalities is not surprising, what 
is surprising is that he picks up the same conotour, 
and uses it to convey a similar message though again 
with obvious modifications. 
The influence of Jamini Roy however ap-
pears to be more subtle. In a gross way, Ganesh Pyne 
like Jamini Roy harks back to the village. His forms 
are simple, his compostitions uncluttered, his colours 
are in terrpera, his protogenists are simple unassumign 
men, women and children and occasionally animals. But 
with a "Quick" of intution one realises that Ganesh 
S.D^ MJoil., 'Tliswingp&Efeintin^ af C&kutteAiyaxe(Sla±tal^ 
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Pyne began where Jamini Roy had left and that he gath-
ered up many threads that the older painter spun and 
wove them into paintings of infinite shades of meaning. 
His figures small and delicate, sit or 
stand, still in their intensity, bom out of potrif ication 
and not as a condensed swquential movement. They sit or 
stand and look out on the world with a mystefious 
haunting gaze. Ganesh Pyne invests them with a sum of 
cosmic and mysterious allusions the painting of Jamini 
Roy totally lacked. Jamini Roy had taken the motif of 
the folk, Ganesh Pyne takes the temper. He has appre-
hended the folk tradition of painiting at a much deeper 
level. In folk painting, any figure that is drawn as a 
part of some ritual composition, withness the ethos of 
the jadupatas, unfolds something more than what it 
presents. It is this intensified meaning of the symbols 
and draeings that bring them close to "ideographic" 
writing at times. The figures of Ganesh Pyne also 
inhabit the same ambience of hidden allusions and 
symobls. In the treatment of space also he is more akin 
to the folk ethos. 
The spatial concept of the folk artist is 
simple, the arrangement is usuallyu in avertical or 
horizontal manner, in order that a "magic" space be 
ordained through with a non physical reality may be 
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glimpsed. The composition of the paintings of Ganesh 
Pyne like "Mother and Child", "Woman and Flame" are 
also redolent of this simplistic arrangement of figures 
unfolding layers upon layers of magical space. Like a 
typical folk artist Ganesh Pyne paints as if telling a 
fairy tale, which has a setting of the unreal. His 
Works have a quality of 'rarity' the like of which 
Jamini Roy never possessed. 
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Folk painting is generally in flat areas 
finished with strong lines tersely delineating the 
form, for our discussion the most relevant types of art 
are the painted dolls and toys and the painted pictures 
found in rural areas. Though variations in the type of 
painting occur in different provinces we may cite as 
example the folk paintings of Bengal which were in 
point of time the earliest to be discovered as art. The 
folk paintings are either single sheets or paper mounted 
as a scroll. Poa example of the former are the famous 
'Kalighat pats' known for their strong simplified brush 
work and their lively depiction of religious and social 
motifs. The painted scrolls generally illustrate the 
epics and function as the visual accompaniment to the 
recitation of a story. The composition is not continuous 
but divided into picture areas in each of which some 
episode occurs. In the illustrations the heroes and 
heroines are the largest in size which by their gestures 
and actions impart animation to the scene. The figures 
are generally painted in tenpera, in flat colours enclosed 
by strong brush lines. There may be some surface 
decoration or indication of landscape but in most cases 
the paper itself functions as a background and scenery 
is left to the imagination of the spectator. A parallel 
obtains in Yatra folk drama, where properties are 
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negligible or minimal. Painted folk toys made of wood 
orterracotta show the same characteristics. Each part 
of the figure has a ground colour and is finished with 
bold brush strokes. The finishing is gererally restricted 
to details such as jewellery, folds of the drapery, the 
facial features, hands and feet. There is no colour 
gradation except sometimes for a red line accompanying 
the back line forming a transitional 'Modelling' line. 
One notices in the toys especially the strong frontality 
characteristic of primitive art, the figure faces the 
spectator, the back is often ignored . Also the head is 
comparatively large and special attention is paid to 
the eyes which are large and staring. 
In India' folk' art was discovered inBengal 
and began to be collected by the Tagores, Ajit Ghosh 
and other artists and connoisseurs early in the 2 0th 
century. It was very different from the idiosyncratic 
and delicate art of the Bengal School but nevertheless 
was recognised by the artists of that time to be a 
lively and living and living art. Some traces of this 
admiration are 
Seen for instance in the work of Nandala Bose, whose 
Haripura posters are in a folk idiom using similar flat 
spaces and strong finishing lines. Nandalal's work 
however is not as limited as folk art for he treats the 
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human figure with a power and freedom beyond the reach 
of the genuine folk artist. He uses the style for a 
particular function, i.e.,the decoration of the Congrss 
Pandal where it is essentially a kind of art addressed 
to the masses. He uses mineral colours and paints these 
anecdotic pictures in a vigorous and spontaneous style. 
"The first Indian artist to consciously 
model his work entirely on folk art is Jamini Roy. To 
begin with he invented a style derived from the Kalighat 
pat consisting of sweeping brush strokes modelling a 
figure over an area of grey or other monochrome. His 
figures filled the page and tended to be compressed 
into the frame, jamini Roy's palette in this phase was 
very limited and austere. Details were confined, to the 
eyes, jewellery and other points, which functioned as 
highlights. There is no background or environment. The 
figures themselve however were heroic of romantic, that 
is, the subject matter continued to be in the tradition 
of the Bengal School. Jamini Roys' s second phase resembled 
folk painting or even the folk toy style more closely"^. 
However his coitpositions were more complex 
and crowded and he used a wide range of bright opaque 
powder colours available in the Calcutta bazaars. The 
subjects included legendary and pastoral themes, 
Christian illustrations and animal motifs from indigenous 
1.- Jaya Aparaswamy -" A critical vision " Lalit kala Akademi New Delhi P - 8. 
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sources. "This phase of his art is verydecorative; the 
sylised elements are handsome and somewhat unemotional. 
Later, Jamini roy painted in several manners; one was 
a return to monochrome with the enphasis again on lines 
and their pattern, some of the designs of this kind as 
well as a few free calligraphic sketches have more 
liveliness than his highly finished works. His paintings 
have a greater spaciousness, though they still have a 
'spread out' quality reminiscent of textiles. There is 
no doubt that Jamini Roy's order did call attention to 
folk art as a source, through his own influence in 
modern art has been limited''^ . Though folk elements are 
seen in the work of later painters this may be attributed 
to the rediscovery of folk art itself rather than to 
what Jamini Roy did with it. when one compares Jamini 
Roy's style to an artist like Gauguin, one sees an 
immense difference. Gauguin did not refer particularly 
to any folk sources in his art but to the primitive life 
of the peoples of the South Seas. The subject matter of 
his pictures is the exotic landscape, the lush women, 
the flora and fauna of these is lands. Gauguin's style 
of painting was not seriously affected by his discoveries; 
indeed , the direction his art was taking had already 
been formulated before he left for the South Seas, and 
2-Ibid P-9 
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he is only stimulated by his themes into painting 
recher and more complex works of his own style. He is 
much less imitative than Jamini Roy, and aesthertically 
breaks new ground by introducing arbitrary colours and 
art nouveau patterns. The originality of his work led 
him to be accepted by the Symbolists and the Nabis as 
their leader. When one coirpares Gauguin with Jamini Roy 
one sees that Gauguin's work is informed by a passion 
which is absent in the decorative work of Jamini Roy. 
" The painters of the period of transition 
to modern art include artists like Hebbar, Chavda, 
Sanyal, and sailoz Mookherjea, for example. These 
painters' styles grew into more modern idioms, but a 
certain phases of their early work includes figurative 
compositions with more or less flat areas finished with 
line. This method, originally a folk device and adopted 
by contemporary tempera painter, is taken over and used 
in oils. Rathin Moitra and Nirode Mazumdar also show 
folk periods. Sailoz Mookherjea compiled an album of 
folk toy studies and some of his paintings show the 
effect and technique of folk decoration" . 
The 1940's and 50's see the continuation 
of folk elements incorporated into various personal 
styles. The most attenuated and highly elaborate type 
3-Ibid P-IO 
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of art deriving from folk art is seen in Rajiah, 
Almelkar's and K. Sreenivasulu. Almelkar's lines are 
wiry and sharply reminiscent of Jain miniatures, for 
example, in"Kings Birthday" (1959), he distributes the 
flat surface with various decorative elements. Another 
artist, Paidi Raju indulges in a too exuberant decoration, 
as for example in 'Broken string' (1957) . One notices 
also the continuation of remantic themes in these artists. 
Sreenivasulu carries the attenuated linear display to 
its limits. The lines on the surface of the paintings 
v^ile making forms and shapes have an overbearing rhythm 
of their own. The lines are reiterated and reinforced 
with subsidiary lines and colours, this feature of 
repetition also being a folk characteristic. 
The folk flavour spreads in a wide.circle 
of more modern painters contributing a charming 
decorative element to Indian art of the late 50's. 
Though the artists themselves are quite sophisticated 
and art school trained, their choice style is part of 
a continuing remanticism; the folk stlye now is no 
longer pure but combines with other Indian influences, 
such as Jaina illuminations, Rajasthani miniatures and 
even with some elements of commercial art. The new 
styles have a chic modern garb. The romantic subject 
matter continues as well as the dominance of line, 
large eyes, stylised figures, etc. In some examples 
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an archaic stiffness is affected with a rejection of 
naturalistic drawing ( for example Sultan All's 'Bride 
and the Monk', 1958, or Laxman Pai's 'Village Dance', 
(1954) . Pai's figures are reminiscent of the Southern 
wooden dolls with their oblong heads and immobile limbs. 
A less complex variation is adopted by D.Badri,a more 
sweetly decorative one by Jyoti Bhatt, Bhagwan Kapoor, 
P. Khemraj, Jeram Patel- in all cases a passing phase. 
The popularity of the style is seen at national 
exhibitions, when one looks at the "folkish" style 
because it was the current fashion. For they also 
abandon it without a qualm and arrive at a new style in 
which no vestige of it survives. 
"Sunil Madhav Sen and Badri Narayan are 
two artists who continue to work in a folk-oriented 
manner, with a modem treatment. The art of this period 
is quite coirplex and shows overlapping, distortion, 
fragmentation, symbolism and so on. However a sense of 
decoration seems to be the major factor. Whereas in 
genuine folk art the meaning of the work is important 
and its aesthetic form incidental, here the decoration 
itself is an end and reaches a stage where this is the 
sole function of the design. The chief change from folk 
is the change in the intent, for the new art seems to 
be curio-like and illustrative in its aim" . A major 
4.-Ibid P-12 
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artist like Husain is able to use or control his folk 
inspiration adequately, and does not deny his 
indebtendness. 
" My paintings, drawings and the recent 
paper work has been directly influenced 
by my experience of traditional Indian 
dolls,paper toys... shapes galore. 
The experience of being with them, 
and the inspiration to create them 
are inseparable, a painter is a child 
in his purity of feeling for only the 
he creates with authenticity of his 
being%(1955). 
But in a great many of the folkish artists there is a 
certain artificiality which is not overcome. This 
enumeration of folk art-inspired artists does not claim 
to be exhaustive. I cite examples only to make the 
point that at times folk elements have inspired fine 
arts proper. Again, they do provoke a style which call 
attention to some nationalistic features. In fact, this 
efforescence is part of a larger revivalist tendency 
and the desire to establish a national identity. 
Folk art has also influenced artists like Sheila Auden, 
Nivedita, Parmanand and Kamala Mittal who are concerned 
5.-Ibid P - 13 by Husain 
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with its illustrativequalities. folk motifs extend into 
applied art especially textile design, toys and children 
books though here more with the intent of being artless, 
naive or quaint. A folk style is often seen in interior 
display, or in decorations of exhibitions and even of 
murals. Satish Gujral has a successful folk-primitive 
wall in Rajdoot Hotel; Devyani Krishna used a folkish 
ft 
style in batik hangings, especially in her animal 
subjects. A number of artists use folk-like drawing 
though very few have continued folk painiting into 
modern art. It would seem that the trend towards 
abstraction and the contemporary precoccupation with 
textures is primarily responsible for the loss of interest 
and the gradual lapse of folk subjects. Though some 
artists like Paritosh Sen have successful modern works 
remotely reminiscent of folk origins, a young artist 
Gautam Vaghela has been able to make fresh use of the 
folk inspiration. He uses traditional subject-matter, 
especially gods and goddesses, and a few flat colours 
and line. But the colours though even , are very 
sophisticated and their distribution and just, a position 
quite unique. He freely uses gold and distortion, and 
his line while delineating the 
symboles of gods and demons, has a waywardness, strength 
and exotic charm. Amoung modem painters Vaghela's work 
creates a new aesthetic using very limited ancient 
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idioms. There is no reference to the source but a 
rebirth of its elements is a new way. 
Thus the influence itself has come full 
circle finding a varied expression over a period of 
fifty years, a stage of assimilation is reached where 
the new 'discovery ' is absorbed into the body of 
contenporary art. 
In each period the folk inspiration plays 
a distinct role: firstly, it is paradoxically a part 
of the revival though a reaction to the Bengal School; 
secondly, it enters into a decorative phase getting 
dispersed and adulterated, and lastly, survives only as 
a memory that has been suitably resolved into modern 
art. 
Evaluating the whole occurrence of this 
influence which has arisen, we see that in this early 
phase its inspiration is the result of its discovery 
and a reaction to the art that exists or precedes it. 
In an effort to free his art from the romantic directions 
of the Bengal School, Jamini Roy turns to the more 
robust clarity of folk art. The paradox of this selection 
and rejection of the past is that this selection is 
itself romantic. 
when one conpares authentic folk art with 
its modern counterparts one sees that the differences 
between them are probably deeper than their superficial 
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resemblance. Folk art, as has been stated earlier, is 
the result of a collective consciousness; it is the 
expression of the community whereas modern art which is 
non-traditional is individual and idio syncratec, and 
each work expresses the temperament of single artist. 
Secondly, folk art is comparatively organic; its forms 
are created in a semiconscious intutive way unifying 
nature, people and an attitude towards life. Even if 
the modern artists' work is also organic, it is so to 
a limited extent, for a major part in the certain of 
present day art is played by processes which are 
intellectual. "The ritualistic nature of folk art causes 
it to be repeated again and again, so that there is 
comparatively little change or originality whereas the 
modern artist even where he borrows from the folk is 
concerned with the new. Again folk art is predominantly 
symbolic; in its own context its meaning is important; 
but in the folkish forms of modern art its validity is 
in its visual appearance. It refers not to an idea but 
to the form that idea has already taken and as such is 
essentially derivative''^ . Though it is accepted that 
great art can and does result from influences; in other 
cases it is also ture that sometimes influences have 
only a superficial impact and fail to create a new 
reality. 
6.- Ibid P - 14 , The paper was read at the seminar on " Indian aesthetics and art activity" at the Indian 
Institute of advance study, Shimla in 1%7 Published by them 1%3. 
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Matisse turned away from the exteme romanticism of 
his teacher, Moreau, towards the clarity, simplicity 
and clear decorative colours of Fauvism. Picasso 
incoporated in 'Les Demoisselles d'Avignon' the sharp 
planes and distortion of Negro sculpture , and through 
his experiments built up classical Cubism. But the role 
of folk inspiration in India has not been so positive 
. After Jamini Roy the folk influence enters on a phase 
where it is values as decorative quality for its own 
sake ; later in a chic garb it is even more debased, 
resembling a commercial fashion. Apart from a very 
few contemporary painters its dissolution in modern 
art art is complete and unlamented . This shows that 
the elements which were of true values in folk art were 
not incorporated in modem art in a living way. Because 
even today folk art objects in our country survive 
in forms which are powerful and of immense aesthetic 
interest wherever they have not been corrupted by the 
influence of 'civilisation.' 
/ \ 
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WOW'S WD SIYLE OF 
jdNirii ROY'S Pffrmnos 
^ ^ ^' 
The style which made Jamini Roy Stand 
out from the Bengal school and marked his individuality 
was developed Late in his artistic career. He was then 
almost thirtyseven. It was necessary for him, to 
establish a personal style distinct from the general 
milieu and to do so without any recourse to the Bengal 
School. As it had already had a host of painters who 
exploited approximately the same style and model. 
"Work and style Jamini Roy was trying to 
evolve a personal style along the lines of the oils of 
the impressionists and fauvists he did so in gouache. 
He painted imagined Landscapes with dabs of encrusted 
pigments. This effort landed him nowhere, and, he 
genuinly felt a crisis of identity. But this crisis was 
not the sole reason that provided an impetus to look 
beyoned the european stylistic movements"^ . 
Jamini Roy grew up in rural surroundings 
and was well acquainted with the Bengal folk tradition. 
As a young man, however, he joined the Calcutta Art 
School and was trained in the academic manner. Later he 
jointed the Indian Section and painted some fine pictures 
1. Sovon Som,. In the content of Indian folk sensibility and 
his impaction Modern art. Lalit Kala Akademi New Delhi 
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in the Bengal School style. When he was about thirty-
four years old, he started out in a new direction and 
found his inspiration in Folk painting. The terseness 
and stenght of this style appealed to him and he worked 
out a style of his own, adapting the qualities of folk 
art. 
This new style passes through three 
phases of development. In his earlleist adaptations of 
folk art he uses almost no colour, but creates simple 
forms similar to those of Kalighat painting, though 
more elegant and drawn with the same sweeping brush 
lines. The forms are stylized and curvilinear, less 
monumental and less animated than his models. 
In a second maturer phase he evolves a 
brightly coloured palette. The colours are always opaque 
and flat and are enclosed within strong black lines. 
Dots and decoration in black or vermilion or- white 
finish the picture. The enclosure of the bright spaces 
in thick black lines gives the colour areas an added 
luminosity like that of stained glass. Often figures 
are only partially depicted groups of heads, two sitting 
figures arranged symmetrically on either side of a 
tree, the curved form of a dancer and other conpositions 
are characteristic^. The figures seem at once flattened 
and tightly pressed into the composition, there is no 
2. Jamini Roy By Bishu Dey and John Irwin Indian society of 
oriental art - 1944. P-99, 
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depth and little surface space, the whole arrangement 
is highly stylized and decorative, and its meaning is 
in its pattern. 
In a third late phase Jamini Roy returns 
to a colourless subdued palette. There is greater 
emphasis on brush work and some emotive qualities are 
expressed by the drawing, but the painting continues 
to be basically ornamental. A few exceptional pictures 
show single figures of animals set in a plain background 
with borders or a group in a frieze and these include 
some of his best works. 
The artist assumes some ot the archaic 
and primitive features of folk art such as the large 
head, large eyes and frontal aspect. His sketches show 
that the basis of his art is in the creation of motifs 
principal element in decorative design). Sometimes 
these are used singly (e.g. Red Horse, Cat Cow etc.) 
and at others reiterated in borders or grouped into 
compositions^. The stylization and rhythm follow the 
forms taken by mud and wooden dolls, etc. 
When one compares Jamini Roys's work 
with the Bengal School, one finds that his work is not 
so original as it seems. Firstly, we have seen other 
artists using the Folk style as a point of departure. 
Nandalal Bose's Haripura panels use almost the same 
opaque colour and lines but are much more free and 
3. Ibid,P-100 
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powerful. And even Sunayani Devi developed a gentle 
art of faces in patterns built of curves. Neither of 
these artists, however, employs the distorted 
proportions, the coirpressed organization and the extreme 
stylization adopted by Jamini Roy. The best of Jamini 
Roy's works are his single motifs in a rectangular 
ispace, especially cats, riders on horses, elephants 
and so on. Even in these works, however he is deeply 
indebted to the folk conception. The cat or horse is 
not concerned with the semblance of the real animal; it 
is an archaic convention, a symbol evolved by the folk 
traditional. 
We may take as an example a 'Madonna and 
Child' of his middle period. This is a rectangular 
composition with a background of opaque Indian red. 
The space is divided into three equal vertical panels. 
In the centre is the Madonna sitting on a stool, 
holding the Chist Child in her arms. The figures have 
strong resemblance to the wooden dolls already mentioned 
under folk art with undifferentiated bodies and large 
heads in which the biggest feature is the eye. The 
whole figure is highly stylized; its delineation would 
be rather like writing a complex ideograph character. 
The Madonna is seen against a house, here stylized 
into a decorative frame. She wears a blue patterned 
gown and the background is brilliant vermilion. In the 
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panels on either side are four kingly figures with and 
without crowns, some offerings in bows^ .^ The colours 
are bright and stark but show much greater range than 
that of folk art proper. We also notice the different 
in the quality of the lines. While these are drawn with 
the brush, they are mostly thich and even resemble the 
Alpona lines. (Floor decoration, drawn with the finger) . 
Black is used for the outlines of forms while next to 
the black appears a line of a subsidiary colour. I have 
pointed out that this is the 'modelling line'of Kalighat 
painting, which becomes a coloured line in some forms 
of folk art. 
The effect of the whole work is highly 
decorative, indeed it is comparable to a carpet or mat. 
In Bengal wooden seats of the same size and form called 
'piri' were often painted for ceremonial occasions, 
especially weddings. In adopting such a decorative 
manner Jamini Roy loses some of the qualities of high 
art, especially a personal expression and emotional 
qualities which succumb to his stylized formula. Simply 
as decoration his compositions are effecitve and 
handsome. 
We see Jamini Roy using the Christian 
subject merely as motif. He does not employ the 
iconography suited to the subject nor does he express 
the feelings a Christian would feel toward such a 
4MP-10 ~~ 
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theme. It is painted probably for his Christian patrons, 
though i have no doubt he painted Hindu subjects with 
the same lack of emotion and the same emphasis on the 
decorative. 
Jamini Roy calls attention to the terse 
istylized beauty of folk art. But his style is as much 
a 'revival' as was the Bengal School, its inspiraion 
being the primitive art of the villages. 
His work, however, has to be considered 
as a reaction to the Bengal School and as a rebellion 
against its hazy colours and delicate drawing. By the 
1930's the Bengal School had begun to be used as a 
style for its own sake, suffering from a loss of 
vitality. John Irwin in "Jamini Roy and the Indian 
Tradition" suggests that this artist returned to the 
village style because he was "convinced" of the failure 
of the Bengal School." close the rift between academic 
and indigenous art. " (It is problematic whether any 
arist achieves a style with this or any other Conscious 
intention) , Irwin goes on to say, "From these folk art 
influences on the one hand and from his own self conscious 
researches into formal simplication, Jamini Roy 
gradually evolved the highly individual idiom of 
expression that we find in his later paintings. " 
Another author, Vshnu Dey suggests that 
Jamini Roy and Rabindranath Tagore "liberated" the 
5. Ibid P-102 
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one. his permanent influence is more modest, though in 
the context of the dominance of the Bengal School in 
the Calcutta of the 1920's is probably took some courage 
to strike out on an independent path. After thirty 
years (the painter is still living ) his influence is 
seen in a few minor illustrators and to some extent in 
textile design and other crafts^. 
Jamini Roy's work is severely limited. 
It has a repulsive absence of tension. He is stereotyped 
and repetitious, or gay through an inane splash of 
colour. It is kitsch of the worst sort. Perhaps a 
modicum of surface movement may be seen in those works 
which break up the area with spidery lines imitative of 
roman mosaic piniting. But his best work possibly lies 
in those early sweeping line drawings, black-on-white. 
They, too, are excessively smooth and sweet, but at 
least have the quality of economy^. 
The combination of folksy feeling, 
childish delight and simplicity, and the gaiety and 
directness of the demi-monde, invest J.Roy's works 
with an interest all their own. Most of his oeuvre 
suffers from the stereotyped and crude decorativeness 
that properly belongs to ephmeral art forms like alpana 
and rangoli, Mother and Child, Pujari Women, and Krishrta 
Balarama. 
6. Jdmlrvdn. " Jendni Roy and the Indian Traditicn on " Indian Arts and 
l e t e r s , New ser ies , vol . XXNo. 11946, PP. 37-39. 
7, Vishnu Dey, '"Ihs BDoneers of Art in Nbdem Trri-ia". Lal i t I^la Ctntertpo-
rary,1962. 
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We are personally not inclined to make a mystery of, or 
see deep significance in, his Christian paintings, as 
Dey and Irwin have sought to do, and as has been claimed 
by K.C.S. Paniker in a recent article.the best of the 
Christ studies were made in the four or five years 
before they wrote their monograph of 1944. This fact 
places them squarely in the Second World War period, 
and as J. Roy's response to a war-time demand. Identical 
exploitation of Christian themes occurred in Bombay^, 
and elsewhere in India too, in response to Christian 
soldier and Christian tourist demands, e.g., the war-
time works of Laxman Pai, Satish Gujral, F.N. Souza, 
Paniker, etc. We are usable to see any spiritual 
significance in J.Roy's exploitation of Christian 
mythology, just as we are unable to accept the position 
of Dey and Irwin, that myths as such are indisensable 
for human beings. We consider the following type of 
justification of myth-making and J.Roy's Christian 
paintings to be utterly trivial and falling within the 
genre of pseudo-leftism. 
Europe of course built its myths on 
Christianity. And as long as these myths were valid in 
social belief. Europe had a continuous and varied art 
history which was a part of living experience. When we 
come to Rembrandt, however, we find that this myth has 
a Vinayak Rnxhit Arts of Tcansiticnal India twentieth caiturey vol 
two, CDbemrditan Baibay (1934-1956) P-739 - 41. 
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been breaking down under new social conditions since 
then the breach has been widened even further; and the 
suffering of a Picasso, . Braque or Rouault today is in 
a sense greater than Rembrandt's . Perhaps when the new 
way of life acquires its own myth under socialist 
humanism, artists in Europe will cease from their heroic 
experiments in individuality as Picasso's career and 
his joining the Communists seem to suggest already^. 
We consider every one of the above 
statements to be, to put it mildly, of dubious value. 
Europe did not build its myths on Christianity. Europe 
built, on the basis of an impoverished feudal economy, 
and later, on stronger foundations of a powerful and 
wealthy capitalist economy was projected and modified 
by Europe's ruling ruling classes as it ssuited their 
class interests, which lay in bamboozling the masses. 
The christian myths were never socially or in any other 
way valid; and Europe had a continuous and varied art 
history, not because the Christian myths ere valid in 
social belief, but because European feudalism was able 
to evolve into European Capitalism. Rembrandt projected 
the aspirations of the rising bourgeois class, and if 
Catholic Christian myths broke down in his time they 
did so only ton make way for Protestant Christian 
myths. The alleged suffering of millionaires Picasso, 
Braque or Rouault were never greater than those of 
9. "Indigenous sources of Inspiration in contemporary 
Indian Art." 25 years of Indian Art, L.K.A. P-25. 
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orandt. The new way of life under socialist 
•'. never gestate myths, precisely because 
y of life. Of course, Stalinist inhumanism 
te old myths as we can see from the 
a little while ago, of Solzhenitsyn to 
ith. Picasso's life and his joining the 
nly prove that as a clever careerisat, 
how to cultivate clients on both sides of 
tain in the period of Popular Fronts, 
perialist War that suddenly turned into a 
and in the course of the recent detente 
on balance of nuclear terror. 
At this point it may be convenient to 
relationship of folk art to ruling class 
ral, and the repeated attempts made by 
s to seek inspiration from Indian folk art 
considering this matter, the following 
Id be borne in mind: 
Art must be clearly distinguished from 
-. The latter is the art of the primitive 
ety, and embraces all the art works produced 
iety, however advanced the dissolution of 
property forms may be in the particular 
er study, and however advanced the 
ion of the embryonic class property forms 
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may be. In India, there were very few isolated, hilly 
and jungle terrains, untouched by the advance of class 
civilisation and a very samll number of tribes which 
preserved communal property at the commencement of the 
twentieth century. Hence, there was in existence in 
India, during the perios on which our study is focussed, 
scarcely any significant amount of primitive art. 
Bourgeouis observers, in their own way, confirm this 
situation. 
It is true that primitive art in India 
does not reach the standard of that of the Ivory Coast 
in West Africa; in India at least there is a lot of 
work which does not appear at first sight to be very 
significant. 
These elitist critics have completely 
misunderstood the mainsprings of primitive art, which 
flow our of communal tribal social life. In India, 
primitive art was feeble, weak and corrupted because 
such collective social life had well-nigh disappeared. 
When division of labour within society is not much 
advanced, when mental labour has not been differentiated 
from manual labour. When the confrontation of the town 
and the country has not arisen, when private property 
has not acquired a stranglehold on social life, then 
alone promitive art flourishes vigorously. Verrier Elwin 
confirms this in a roundabout way in relation to the 
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vestigial primitive art forms occasionally found in a 
remote corner of India. 
Indian tribal art is almost entirely what 
we now call 'functional' and cannot be appreciated 
apart from its utilitarian or social fignificance. 
There is very little art for art's sake in a tribal 
village. Much of the art has a religious or magical 
purpose; much again has social inportant' htere is very 
little that is simply decorative that aims at the 
creation of beauty and nothing else. 
This aiming at beauty arises only when 
social life has turned ugly. Art for art's sake is 
carried on only when lablur has lost art and has become 
alienated, for, the primitive communist society, where 
all albour is joy and for the nenfit of the whole'tribe, 
every artifact is functionally beautiful. And therefore, 
a special kind of artifact that is otherwise beautiful 
is never attempted.. Such primitive communist society 
had by and large ceased to exist in India and therefore 
Verrier Elwin noted, that whilst what little remained 
was quite different in character from elitist art, 
Indian tribal art was not, on the whole, significant in 
quantity or quality. 
(ii) Folk art is the art of class society, it is just 
like the ideologised ruling class art to be found 
elsewhere in the social body. It is distinguished from 
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elitist art by its creators, by the cheapness, 
flimsiness and ephemerality of the siibstances used, and 
by its avoidance of work at intense intellectual or 
emotional pressure. Basically the folk artist is in the 
same. 
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Jamini Roy's mental make up could not accept 
the then Revivalist Bengal School fully through he also 
came under their influence for a shrot time. In the 
reveivalist Bengal School there was also a place for 
the folk art and culture. And there were artists who 
were practising on some aspects of folk tradition^. 
"A Jamini Roy was a student of the Calcutta 
Government Art School, he was neither attracted nor 
tried to emulate the style of Abanindranath Tagore, as 
was usual among the pupils coming from the Bhadralok 
families or the educated class. Instead, he spent many 
years in mastering the tenets of the Art school brand 
Academism modelled after the European art of the sev-
enteenth -eighteenth centry. As a student, he earnd his 
livelihood doing odd joys including tinting the broad-
sheet woodblock print turned out by the Battala prints 
- markers Later he joined a litho press in Allahabad as 
a stone retoucher. Finally, he returned to Calcutta as 
a freelance protrait painter. This vocation seemed 
lucrative for quite some time. But after some years, he 
became dissatisfied with this vocation, because he 
realised that as a professional protrait painter, he 
could neither stand out from the obscure lot. Moreover 
L 9cM3iS3rv(Inthe Qitextcf IhiLanfiolkaarisibiHtyaDi^ 
art) la l i t tela itecfeti New Delhi (1992) P-25. 
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his clients usually commissioned him to paint protraits 
from photographs. 
Meanwhile, Jamini Roy was trying to evolve a personal 
style along the lines of the oils of the impressionists 
and the Fauvists. He did so in gouache. He painted 
imagined landcapes with dabs of encrusted pigments. 
This effort landed him nowhere, and he genuinly felt a 
crisis of identity. But this crisis was not the sole 
reson that provied an impetus to look beyond the Euro-
pean stylistic movements. 
J.Roy and Bengal folk during the nineteeth 
century, Reverend James Long initiated the study of 
folklore by collecting native provers. Reverend Lalbehari 
Dey collected and published fairy tales from the hidden 
corse of Bengal villages. Taraknath MUkherji made an 
ethnographic study of the Patuacommunity and their 
vocation. By the turn of the century, Rabindranath 
Tagore published a colletion of Bengali lullabies with 
his annotations. In the twenties,Abanindranath Tagore 
established the nonns of research of folklore with his 
Magnum Opus Banglar Brata, the illustrated book on 
traditional Alpona. The original Bengali monograph 
translated into French by Andree Karpeles and Tapanmohan 
Chatterji, titled L'Alpona^  Ou les Decorations Rituelles 
Au Bengali, was simultaneously pxiblished from pairs. At 
2. Ibid P-26 
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the same time Dineshchandra Sen and his pupil Jasimuddin 
were collectng ballads on Bengal on behalf of the 
Calcutta University. Gurusaday Dutta, A member of the 
Indian Civil Service and a District Magistrate, trav-
elled through Bengal in his attempt to revive the rich 
folk traditions of Bengal. 
"Rabindranath Tagore was instrumental in bring-
ing about a cultural exchange between India and other 
countries of the world. He made arrangentsfor inviting 
artists to Calcutta from 1916 onwards and European and 
Chinese artists to Santinikatan from 1921onwards. At 
the Vichitra Studio, in the Calcutta house of the 
Tagores the Japanese learnt Indian art and also en-
riched the visual vocabularies of our painters includ-
ing Gaganendranath Tagore, Abanindranath Tagore and 
Nandala Bose.In 1921, Rabindranath had invited Stella 
Kramrisch to teach History of Art at Kala - Bhavana, 
Santinikatan. She opened the vista of morden European 
art movements before our artists whose knowledge of 
Eurpean art till then had been limited to Raphael and 
Rembrandtj. In 1923, Andree Karpeles brought with her 
the reprrtoirwe of Poet - Impressionist paintings and 
woodcut print making. A host of European artists vis-
ited Santinikatan. The most improotant event in the 
world of art of the decade was the first exhibition of 
3. Ibid P-28 
73 
the contemporary German Expressionists held outside 
Europe, in Calcutta in 1922. It was evident that the 
Indian art scene was undergoing a rapid change. 
Jamini Roy's decision to cut loose from his 
academic moorings was neither accidental nor abrupt 
under the circumstances, though his early admirers thought 
otherwise, his British collector Austin Coates wrote 
that Jamini Roy abruptly turned from his previous style 
to the traditions of the peasant of Bengal who ply 
their humble inherited crafts ignored by the 
intelligentsia, and, that Jamini Roy owed nothing to the 
West. elementary honesty of the Pat painters or the 
Patua Commumity attracted Jamini Roy most. Bishnu Dey 
and John Irwin, in their joint monograph on Jamini Roy, 
published by the Indian Society of Oriental Art, felt,that 
the basic forms of Bengal folk art helped Jamini Roy to 
evolve his persomal idiom and to solve his problems as 
a painter. Rolf Italiander remarked that, Jamini Roy's 
art was deeply rooted to the folk art traditions of 
Bengal. Beverly Nichols in his verdict on India, remarked 
that, Jamini Roy was the greatest living artist of 
India. Mulk Raj Anand subscribed to the view that , 
Jamini Roy had suddenly decided to cut himself adrift 
from the urbane style of art and went back to the folk 
art of his village. 
4. MiLkraj Anand, Jamini Rcy (1887-1972) Cfentaary Eidiihiticn Ife 
t icnal Gallery of Majem ar t P-71. 
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His new style apparently worked to the traditions 
of the patvas for the resson that he derived models 
from thei crafts and made use of their norms of abbre-
viation. But he did so with a clear fomalistic 
nation. He never adhered to the format orientation and 
othe rules and restrictions. 
The Patuas religiously follow and from which they 
refuse to deviate, Even while copying a taditional Pat, 
Jamini Roy showed his urbane approang and made it clear 
that he could suitably press into his service, remodel 
and restructure any tradition for working out his style^. 
^ Jcim Irwin andBishnaDey (1187-1972) oentenaay Esdiibiticn Ifeticnal 
G&lleryof Nbdeamart, P-9. 
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Roy soon realized that he was being too faithful 
to traditions other than his own . "In fact, he 
concluded,as he later declared, that his own. In fact 
has concluded as he later declared, that one is not an 
Indian painter if he paints an Indian figure European 
method. He therefore decided to leave Tagore's movement 
effecting a silent rebellion that led him to search 
laboriously, above all else, for a new form of individual 
expression. He sensed the necessity of reviving his 
country'sartistic traditions, but in a more radical and 
profound way than had yet been attenpted. These traditions 
and long been fogotten as a result of childlike dependence 
on everything European (actually at that time India was 
completely dominated by England) He felt that he must 
seek independence from the West through his art",. He 
was not concerned with the social problems of India; he 
did not believe in politics, nor did he adhere to the 
restotation movement of Rabindranath Tagore or later, 
to that of Mohandas Gandhi .Instead it was the folk 
(Culture, its forms and its forms and my this, that 
interested him.He wished to draw near to the spirit of 
the people, to understand their traditions in order to 
1.-Encyclopedia ofworld Art (Vol. 12) 
P587 
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interpret them and at some time to request their formal 
symbolism and decorative rhythms. Thus he discovered 
the whole poetic world, naive and picturesque, that 
lived around him. "Bengal is rich is folklore: its 
frequent religious ceremonies and the village festivals 
with their dances, songs and processions have long 
given rise to a flourishing and lively popular art, 
Evidence of this can be seen in the abundant production 
of carpets, fabrics, toys and the great variety of 
utensils created by the refion's innumerable craftsmen"^. 
The objects have abstract or fanciful forms and are 
decorated with motifs taken from the animal and plant 
worlds and painted with vivid colors often badly 
justaposed. Roy also studied with great interest the 
pate productions those graceful, native works of the 
village painters, who for many generations have handed 
down from father to son the secrets of decorating the 
village temples, the religious objects ,and the rolls 
of paper that are similar to Tibetan tankas. The last-
mentioned works are inspired by epic of popular 
literature, and the subjects are adorned with geometric 
plant and animal motifs, usually symbolic or stylized 
in form, and are enchanced by the used of vivid colour-
predominantly yellows, reds, blues, and blacks - in daring 
and brilliant arrangements. These local artists paint 
2-Ibid P-589 
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without artifice, not what they see but what they think 
they see or what they believe a thing must be.The rules 
of style or the conventions of perspective are not 
respected in their paintings/after all psychological 
perspective alnrast always takes precedence over physical 
perspective in Indian art. In its designs gods or 
heroes are often larger on scale than the surroundings 
figures or mountains (including the Himalaya) .even when 
the mountains are placed in the foreground. The painter' s 
intention is to represent the power of the gods in 
relation to the surroxinding world of nature. They beauty 
of these childlike compostions stems form their gay 
colouring and their freshness of treatment. 
After a long period of trials and hesitations Roy 
concluded that he must totally adhere tot he genuine 
character and tastes of his people and consequently 
renounce any techinical skill of Western origin. He 
did not regrat the many sacrf ices that this would cost 
him, provided he could achieve the goal he had set for 
himself, His paletle was reduced to only seven coloure, 
which he himself learned to prepare by carefully grinding 
earth and local ingredients and mixing them according 
to ancident formulas, with egg white and tamarind 
gule .He strove to find a specific style of his own, 
simplifying everything as much as possible. He employed 
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simple lime for white smoke, black for black indigo for 
blue, diluted river mud for all the gray tonalities, 
and so on. He applied the colours on canvases prepared 
beforehand with dung, following an ancient practice of 
his ancestors that he wished to bring back into esteem.His 
stoke became rapid and decisive; the colours were applied 
in a smooth and uniform-alomost as through to remove 
any semblance or reality from his subjects-and then 
outlined his with heavy dark lines ,He reduced the 
detalis to a minimum deliberately ingored perspective 
,and eliminated any hint of chiaroscuro of volume 
from his forms. "The colours, only rarely in subtle 
gradations such as antique rose , golden yellow, 
turtledoce gray, were placed in flat color areas bodly 
juxtaposal green and red, black and blue, browned and 
red with occasional touch of white. For subject matter 
Roy drew fully from the life and activity of his people. 
He often depicted stange ritual dances, various Hidus 
divinties,scenes from the 'Ramayana' scenes pfrural 
life fugures of the faithful making offerings, male and 
female damcers, durm players and young girls of the 
town"J. All India- the minute and the monumental, the 
mystic and the sensual-began to pulsate with life in 
his cortpositions, wchich had the fascination of a new 
yet ancident language.Roy did not seek human expression 
3:- Encyclopedia of world Art (Vol. 8) 
P-986 
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in his figures, on the contraty, he wanted to give 
them, as do the patas a symbolic significance, to 
capture the iniversality of natute on canvas.Thus , all 
his trees were reduced to the universal tree, stripped 
of individual, his dancers were meant to symolize only 
the dance. That is why his figures have faces that are 
stylized almost like masks:the oblong eyes are more 
promiment than the contours of the face; "the eyebrows 
are united in a sample stroke with rigid lines of the 
nose; and the mouth is like a small flower or like an 
abstract seal set on the other vaguely mysterious 
fectures. The bodies have feline yet slightly rigid 
movements that vaguely resemble those of certain ancient 
Egyptian, paintings.The postures are simplified to the 
maximum degree .In a certain sense, in this return to 
the joyous primitiveness of his country, Roy had been 
preceded by the female painter. Sumayani Devi, who had 
also discovered popluar painting and incorporated its 
pleasing gracefulness into her coitpositions, which are 
greatly admired in Calcutta"^. But Roy was not satisfied 
with reproducing only the themes; he wanted his paintings 
to express the spirit of the Indian people , to whom he 
now felt deeply attached. At the same time , however 
knowing that he found his ture style, he also frequently 
touched on "heterodox themes seeking inspiration form 
4.- Sovon sum. In the context of Indian folk sensibility and his impact on modem art, (Lalit Kala Akademi New 
Delhi 1992) P-27 
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the West. Therfore he created typical figures of 
chiristian saints and portraits of Christ that strangely 
resemble Byzantine paintings, with their huge almond-
shaped eyes set in long,unreal almost bewitching faces, 
According to a French critic it is precisely this 
resemblance to byzantine works that demonstates the 
authenticity of "Roy's inspieation, since Byzantium 
had always constitued a melting pot and a bridge between 
the East and the West . In any case, the stylized 
fectures in the immoblie faces are charactesistice of 
Roy's latest work and recur in all his figures. 
With this notion , he made copies of the Kalighat puts 
the copies were hardly identical despite the use of the 
same modeles''^ . The copy of Krishna-Yoshoda is an example 
in which he replaced the original quality of line by 
his own line; the tonal colour by body colour. He made 
it clear that he could freely replace the use and 
characten of line and colour to suit his own purpose 
which a traditional patua would never have dared to 
do. The kalighat patua showed an accentuated concern 
with his bold contour line - hard outsides and tonal 
insides - created in a single sweeping stroke . The 
line had a magical quality suggesting both counter and 
volume , and hardly betrayaed moments of indecisi on. 
Jamini Roy in his copy replaced the kalighat line. He 
5.- Ibid P - 29 
81 
draw a flat outer line in a dark colour and an adjacent 
line in a subsidiary colour He repeated this double-
line techinique in successive paintings . The quality 
of the double -line appears cal culated and mechanical 
against the spontneity of the kalighat line. He 
consciously transfprmed the line of force , volume and 
tactile feeling in to one of decoration to suit his 
purpose . one thing he wanted to do away with was the 
limtation of nature , as did the European moderns , 
and in this pursuit he falttened his form by replacing 
the Kalighat line with his fait double -line. The 
abbreviated nature of form, the gesture of line, the 
use of colour for the sake the colour, the total 
compositional clarity and the frontal placement of the 
form without illusionistic depth,were the quanlities 
he made use of for evloving his style. With this 
formalistic notion he copied the Kalighat pats. During 
the first decade of this century Henri Matisse in Le 
Luxe and La Danse paintings had modified forms in the 
interest of a total harmony. He sought to eliminate the 
traces of illusion is in forms of depth and volume 
emphasizing the flantess of his, the abstract quality 
of line, the decorative pattern and the fait colour. 
Jamini Roy showed the same hedonistic response to the 
configuratvie elements of paintings as Matisse showed. 
6-Ibid P-42 
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Jamini Roy as a self-conscious urbane painter obviously 
shoed his love for progressive experimentation. 
"His "Ganesh -Janani" strongly resembles the 
"Rajnagar toy" of the same theme in form; although the 
influences of other sources, viz, the Mandir rerracotta 
and Dutch-Bengal painting could also not be eliminated. 
As an electic, it was quite but natural that he would 
not bindly follow the traditional norms and would reassess 
and recoganize qualities from different sources to his 
own purpose. The decorative border along the frame was 
from the traditional Bandipota or the quite made by 
sewing coloured bits or rags. He sometimes painted on 
Chatai or mats of bamboo strips to create an approximation 
of the textural effect of the Byzantine mosaic. The 
application of body colour in broken units suggests an 
amalgam of the Byzantine mosaic and the pseudo-
Divisionism. He showed his florid taste by allowing 
elaborate embroidery without any spatial relief. The 
end result is a heavily stylized pattern; complex in 
nature, and far removed from the archaic boldness of 
the Rajnagar ' Ganesh - Janani '".,. 
The linear movement of successive dashes as we 
find in the Kantha or the emboridered quite had been 
employed by Jamini Roy to build up a complex ideograph 
in his Russian Icon. In planning "Ganesh-janani" and 
7;- Ibid P - 43 
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the Russian Icon he had the Byzantine Icon in his mind, 
though the linearity and compositional arrangement of 
the Russian Icon recall the Bengal Kantha. 
Jamini Roy reconstructed a compositional unity 
using mathematical balance in terms of art.He Conciously 
established a logical inter-relationship between the 
parts showing that every part accords the other 
rthythmically. The Santhal pAt sprang from the belief 
in magic and is an interal part of a community's social 
life. Jamini Roy made use of the Pat traditions for 
quite a different purpose. It was not the spirit and 
the socio-religious functions of the Bengal folk art, 
bu the fromal aspects that be imbibed to dievise his 
style of decorative arabesques and bright colours. 
In his artistic sojourn he moved from the reality 
expressed by the quality of appearance to the beauty 
expressed by the quality of line and colour, the 
Bengal folk paradigm fitted in with his quest for 
evolving his personal style. In order to postulate 
his own view of art against the much-practised art 
trends of his times, he drew liberally from the 
Bengal fok traditions and from other traditions as 
well. As a painter, he showed the penchant for the 
harmony, formal balance and symmetry that are of 
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utmost importance to an artist working in modern idiom. 
In his endeavour, we find him engrossed in purely 
formalistic problems which Jamini Roy,as a modern 
painter, was actually exploring.Combination and 
assimilation from painting to painting. He constantly 
searched for formal development. 
Though the model of the "Santhal Girl" doing her hair 
had been provided by the "Kalighat" Golap Sundari or 
the Rose Beauty donning her hair with a rose his 
emphasis was on creating a linear arabesque suggesting 
a two-dimensional form as opposed to the tubular mass 
created by the Kalighat Patua with the magical 
quality of line. It was evident that, Jamini Roy 
teated the figure as a material of his investigations 
into line, colour and form, while the Kalighat Patua 
saw the figure as a figure and in its totality, 
Jamini Roy employed the inpressionistic cut-off edge 
devise suggesting extension of form beyond the frame. 
One can at random recall Pablo Picasso, Henri Matisse 
and Fernand Leger against Golap Sundari. Especially 
, Leger's Two figures and Le Grand Dejeuner painted in 
the twenties, parallel the Kalighat beauty of 1890. It 
is evident that besides the Iberian and the Negro 
sources, the Kalighat source too stimulated reyolutionery 
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tendencies of the early European modens. Mildred Archer 
had admitted that, Picasso and his contenporary moderns 
vied with each other in raiding the Paris print - shops 
in search of exotic art and that the Kalighat Pats 
found ready markets in the European capitals, in Golap 
Sundari, the motive was to create a vital pattern that 
would intuitively apprehend the subject rather than 
simply representing it. the treatment of planes and 
the placement of the mat as green vertical square 
visually forged the two-dimensional quality of the 
picture plane. Red against green as complementaries 
further created a visual stimulation.The tubular 
treatment of the contour, the colour and linear 
tensions are all attunded to a visual harmony. Leger's 
girls with their tubular limbs, readjusted body-
planes and with roses in hand in Two Figures, could 
hardly be treated as mere coincidental. Benoy Kumar 
Sarkar's casual remark remark that , Jamini Roy's 
primitivism came via Europe holds good in the sense 
that Jamini roy learnt the process of reassessment and 
readjustment from the works of the European moderns 
as he had learnt his earlier academism from the European 
masters. 
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Jamini Roy is well known for his 
contribution towards the field of art and whose 
personality was equally moving. And now, he is part of 
our History. If the History of Modern Indian Art, 
Abanindranath Tagore and the works of his disciples 
have been recognised significant from the view point of 
renaissance of the Indian painting, then the place of 
Jamini Roy is characteristically important to mould and 
create a new vision and vistas to Indian Art. But to 
carve permanant niche for himself was really a challange 
and no doubt that he struggled a lot to achieve this 
status. It was a part of his struggle that he had to 
remain in Allahabad, a literary and mythological city 
of Uttar Pradash, where he Worked in a graphic printing 
press under the supervision of a German expert. 
If we, in retrospact, look at the art of 
Jamini Roy, we can find out the base, which was very 
much rooted in his village Beliatore, where he spent 
his early childhood, before a spell in Calcutta, situated 
in the Bankura district and at the borders of Bengal 
and Bihar, the village consisting of many tribal people-
like Santal, Barui and Mulla, who were living together 
As we know that the images doesn't fade 
out so easily, which are being collected in the childhood. 
This psychological reality was true in case of the boy 
1. Akhitesh Nigam, In the Context of Indian folk sensibility 
and his impact on modern art, Lalit Kala Akademi New Delhi -
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named Jatnini Ranjan (born 1887) . In his early years he 
had the privilege to watch the works of black-smith, 
carpenter, brass-smith, potter, weaver, 'rangsaz' and 
the other craftsmen, who work with pat (jute fiber) and 
idol-makers from very close quarters, It was not confined 
upto mere watching or withessing-but he used to copy 
their artistic work and thus he developed an emotional 
relation with the craftsmen. This background and the 
later development became the source-spirit of his work, 
especially the 'Pat-Chitra' of Kalighat. 
Inception of Indian folk-Psyche is being 
linked with the evolution of the history of man, When 
he started living in the folk- 'Kabila' . This is the 
reason that this relation is being attached to primitive 
art and when it reached up to Indus Civilization, it 
was certainly in its sophisticated form After that it 
extended its directions with the social consciousness 
and geographical situations. Of course, in this process 
the feeling of regionalism dominated. Though the 
diversity and vividity of this country is it's peculiar 
character but the modern society looked back to its 
rich folk-traditions only in. the 19th century and that 
too through the eyes of the Europe . 
As the background for the inception of 
the folk-art, various like religious feelings, 
superstitions, prevention from, fear. The tendency for 
2. Ibid., P-82, 
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ornamentation and the protection of racial sentiments 
dominated. It is felt that this art has been specially 
associated with the village people and peasants. But 
the sense of co-operativeness was the ultimate force 
which was responsible for the benefit and promotion of 
the socialcommune. 
Here, at this juncture, attention again 
towards the source-origin of the Indian folk 
consciousness so that the relevance of Jamini Roy's 
works and its new experiments, which went further up to 
modern art references, could be traced. The space and 
the environment of any artist or the art since these 
are the parameters of the ' Change^' . 
Sometime in 1921 or 1922, Jamini Roy 
decided to leave the European style of painting and 
started afresh his own world of creation. Till then he 
had established himself as an individual portrait-
painter and was renowned for his 'nudes' . Nevertheless 
trying so many different jobs at several places .he was 
earning his bread and butter through his oil-paintings. 
But what he decided once he remained firm till the 
third decade of this century posed a threat to him of 
financial hardship, mockery, injustice, disrespect... 
everthing 'inhumane' but he still gathered strength 
and enjoyed his new findings. 
But he never lost the mission of his life 
3. Ibid., P-83 
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once percieved and he painted most of his compositions 
with the basic trends and tenetes of folk-art, i.e. 
simplicity, rhythm, expression through symbols and 
ornamentation alongwith religious, mythical and cultural 
themes. But, he didn't follow the traditional colour 
schemes of the folk-art. For example, in our country, 
the use of black and blue were not permitted in the 
auspicious ceremonies, but he refused to accept this 
grammar. He, obviously and in abundance used the blue, 
brown and grey colours in his colour scheme. By doing 
so his works became more brilliant and attractive in 
their effect. Furthermore, the lines became more 
confident, rhythmic and dynamic. Rai Krishna Das, a 
well- known art-critic,mentioned in his book, 'Bharat 
Ki Chitrakala' : "the artist (Jamini Roy) in herits the 
same directness and the forces -which are the moving 
spirit of the primitive art^." 
yet, the importance of art of Jamini Roy 
is not merely because it is more or less impressed by 
Indian folk-art but it has opted out the new principles 
of modern art and has evolved a new direction. 
It will not be appropriate to mention or 
quote the remarks given by his well-wishers, supporters 
and critics as well as artists like John Irwin, William 
Archer, Bishnu Dey, Shahid Suharavardi and Ajit Ghosh, 
simultaniously, it will not be desirable to compare him 
Ibid, P-84. 
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with the western artist like Paul Gauguin or Henry 
Matisse. 
The similarities of the basic structure 
and other relevant elements like themes, colours or 
lines etc. of the work of Jamini Roy may be noticed in 
the works of some modern Indian artists and here we can 
mention the names of several artists, for example, As 
it Haldar, Ramen Chakravarty, Mukul Dey, Manishi Dey, 
Hebbar shailoz Mukherjee, K. Rajiah Almelkar, K. 
Srinivasulu, Sunil Madhav Sen, Badri Narayan.and Sheila 
Auden etc. 
From the view point of folk-art itself, 
this artist, who hails from Tamilnadu is regarded as 
the exponant of folk-art, Srinivasulu is much more 
moved by the dolls of Kondapalli and other motifs of 
folk-art of Tamilnadu. Not only that his father was 
himself a folk-artisan of Nagalapuram and Sonu region 
but a maker of folk-dolls too. And that is why one can 
observe the impact of regional folk art upon his works 
of art^. 
Asit haldar in his famous book 'Heritage 
of India' , that, "a folk-artist aspects of the aesthetics 
with new manifestation of the object." This remark, 
more or less, underlines the various experiments in the 
field of modern art. Dr. A.S. Raman too in his essay 
5. Ibid P-85 
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entitled • Folk-tradition and contemporary Arts' (1960) 
has very rightly observed, " The folk art has inspired 
the contenporary arts. So many artists have been impelled 
to try the various styles of folk art and accordingly 
expanded or developed their own art-forms and styles." 
The perpetual stream of experiment of the 
modern art, which was led by Jamini Roy infused the new 
consciousness among the artists. And a new era of 
experimentation flourished. In those paintings one can 
easily find simple perception, innocent faith, 
ornamentation, which are the subtle quality of 
folkelement, and which are evident in any form of Folk 
art. 
In the 19th century, the word 'folk' was 
originated/coined in our Society and subsequently 
terminolized-but-whether it will continue in its accepted 
notion in the ever changing perspectives of the society 
is an important question for me. The 'folk' of the said 
society is essentially related with the story of evolution 
of man and the same is moving further towards the 21st 
Century after leaving behind the present ' jet-set'era. 
The social values have changed considerably and changing 
every time. With the changing value-system in the society 
and the increasing inclination towards urbanization 
has been an imminent influence for ' change ' . 
6. Modern Indian paintings. By. P.R. Ramachandra Rao. Rachana, 
Bhimasena Gardems. 
Today, one can observe that even an 
illiterate uses English words appropriately because he 
is more or less conversant with the media and film-
songs which are being played at his house, outcasting 
the folk-songs. Now-a-days, the village maiden does not 
move towards any 'Panghat' alongwith water-Pitcher. 
Mother does not enbalm the paste (ubatan) on the body of 
her child. The terroristic activities are increasing in 
every part of the country, if the sobs of mother, 
sister or wife is being displayed by an artist named 
Prem Singh with an equal ease or Bireshwar Bhattacharya, 
Surjeet Kaur or Rajendra Prasad are trying to depict 
the terror, persisting in the folk-sentiments with the 
new symbols. When Bhaskaran is painting cats or Tej 
Singh depicts 'nature' mixing folk-colour or Anand Dev 
recollect the scattered faces all around in his 'Kabir 
Ki Chadar' then how you will include all these acts 
under a set definition? 
It is, therfore, imminent that the said 
defination could be changed or modified only by thinkers 
and scholars of the 21st Century. And it should be our 
endeavour to save our own 'folk-heritage' and only 
after that we would be able to open a new vista in the 
given circumstances. And that will be our true/sincere 
tribute to Jamini Roy, the great doyen of art. 
The very European magnanimity on the works 
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of any Indian artist. In my modest opinion, strees 
should be made upon our indigenous lustre. The psyche 
behind this tendency may be that we otherwise feel 
glorified ourselves if some one consider us evolutionary 
or progressive. My humble opinion is that we should now 
reverse the table. We must find out the 'Swadeshi' 
ethos and elements before we search any alien impression 
in any contemporary work of art. Only than we will be 
near to our culture as we all know culture and art are 
inseparable. 
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CONCLUSION 
Indian painting had its birth in the caves of 
Ajanta about 200 B.C. The Ajanta caves paintings depict 
the main events of the life of Buddha and the Jataka 
stories. Even after long efforts Britisher could not 
develop the western out of painting in India by the end 
of the 19th and the beginning of 20th century this art 
came to an end with Raja Ravi Verma. But the credit of 
bringing a new style of painting in India goes to Shri 
E.B. Havell. From start Madras school of Art from 1884 
and after that Art developed in Calcutta, that Art 
center called the Bengal school of art. Modern Art 
contemporary art of Painting. 
There are many openions concerning to over out 
and culture from various school of thoughts of different 
societs. But actually we never thought about our folk 
art and folk culture which are the with contribution of 
our country to the world of art. During the period 1890 
to 1920 in parallel to national movement the creatively 
and artistic life of our country was also inspired by 
spiritual leaders, resulting in the Bengal school of 
art, 
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Jamini Roy was also a unique in his thought and 
creatively for linking his roots, think about, social 
life, village life, religious, and nation, that thinking 
root in soil of India out. 
Jamini Roy was influenced by the European art 
some extant in beginning partunately there was also a 
place for the folk art, Indian culture, religious, and 
traditional in the Bengal schoolto whom, linked himself. 
He was the pioneer among the artist who have also 
worked in the revival of folk culture, traditional art. 
Subjects included legendary and pastoral thems, 
christian illustration, animal motifs from indigenous 
sources, his work was fortunately appriciated and 
respected by a light society, he know that an important 
on his style, a single artist of that period. 
During this period there were many artist in 
other part of our country who were trying to make alive 
the folk art, traditional art of India, hardly described 
as folk art and creatively not any way related to 
Indian folk art, the impact of revivalist school has 
sprit and influence in different parts of India, 
subsequently. 
Some of this style's where mainted very 
sourcefully by the Bengal school of arts. But no where 
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in India you can find inspiration derived from rural 
culture and its tradition at art as expressed. Roy's 
feeling in direct formal perception. Who has been 
responsible for searching the roots of traditional 
rural culture of India in generally and specially at 
time. 
Roy's search for folk froms in shibbaleth, in 
to " A sincere effort to get closer to the masses". "The 
movement back soil" in reality Jamini Roy was remained 
confined in Calcutta except occasional vacation trip to 
his district. Just as insincere were Jamini Roy's 
christian painting, as were his deliberate attempts at 
ruralisation, whether through Vaishnav myths or through 
studied infantilism. Jamini Roy's studio with so many 
orders that the artist restorted to small scale factory 
production, drawing and colouring pictures. Which the 
master graciously signed, craft production technique 
reduced the liveliness of his work of many lesser known 
Indian artist. During the progressiuist phase (1934-
56) , gushing priase was lavished upon Jamini Roy's art. 
No more significant artist lives in India, To call him 
a more progressive in terms of ideologies is hardly 
fair to achivements. 
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Later,Jamini Roy painted in several manners one 
was a return to monochrome with the emphasis again an 
lines and their apttern some of the designs of this 
kind as well as a few free calligraphic sketches have 
more liveliness than his highly finished works. 
In the case of Jamini Roy, following the foregin 
influence that impelled him to look in the direction of 
native and primitive art, the artist proceeded to 
mechanically pick up the worn-out and lifeless formulae 
which were curent in Bengal (Kalighat Pats and Birbhum 
Jaduchitra) . One might as well try to build a classical 
raga structure on the imposing foundations of a flim 
tune. 
Flok art is never profound, for man has been 
deprived of profundity by enforced labour for the benefit 
of the few. Folk art never stirs very deeply. It always 
remains at the superficial, cliche-ridden, repetitious, 
sentimental, nostalgic level, for it has been made by 
those denied the wherewithal and the leisure to study, 
to trace the traditions already established by preceding 
generations of artists in the medium, to search for all 
the potentialities of the medium, to recognise the 
ideological and cultural links that bind the arts 
together. 
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To a certain extent the national movement in 
India also called attention to things pastoral ot rural. 
"My paintings, drawings and the recent paper work has 
been directly influenced by my experience traditional 
Indian dolls paper toys". 
The figures are generally painted in tenpra, in 
flat colours enclosed by strong brush lines, surface 
decoration or endication of landscope but in most cases 
the paper itself functions as a background and seenery 
is left to the imagination of the spectalor, painted 
folk toys made of wood or teracotta show the same 
characteristics each part of figure has a ground colour 
and is finished with bold brush strokes, generally 
restricted to details such as jewellery folds of the 
drapery, the facial features, hands and feet. 
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